KODOKAN 
JUDO 


THROWING TECHNIQUES 


Toshiro Daigo 


Translated by Frangoise White 


KODANSHA INTERNATIONAL 
Tokyo * New York + London 


NOTES FROM THE PUBLISHER: 

The names of modern and contemporary Japanese 
appear in the Western order, while those of histori- 
cal figures (pre-1868) are written in the traditional 


order: surname preceding given name. 


For reference, the following chart shows those pert: 
ods of Japanese history which will be most relevant 


to the discussion. 


PERIOD APPROXIMATE DATES (.D.) 
Nara 710-784 
Heian 794-1192 
Kamakura 1192-1333 
Muromachi 1392-1573 
Nanbokucho 13 
Sengoku 14 
Azuchi-Momoyama 1573-1600 
Edo 1600-1868 
Meiji 1868-1912 
Taisho 1912-26 
Showa 1926-89 
Heisei 1989- 


(Historians do not agree on exactly when the vari- 
ous periods started and ended, so the dates listed 
are approximate. Japanese writing often refers as 
well to nengo, or shorter periods named after 
each reigning emperor. Some of these will be 
introduced where relevant.) 


The publisher wishes to thank judo instructor Taeko 
Nagai for her technical advice and editorial assistance 


This book was originally serialized in the Japanese 
magazine Judo published by Kodokan, and later pub- 
lished in book form under the title Kedokan Judo Nage- 
waza, published by Hon no Tomosha in 1999. 


ed in the United States by Kodansha America 
in the United Kingdom and continental 
odansha Europe Lid 


Published by Kodansha International Lid., 17-14 
Otowa |-chome, Bunkyo-ku, Tokyo 112-8652, and 
Koxlansha America, Inc 


Copyright © 2005 by Toshiro Daigo 

All rights reserved. Printed in Japan 

ISBN-13: 978 700-2330-8 

ISBN-10; 4-7700~-2330-8 

First edition, 2( 

1211 1009 08 905 10987654321 
www kodansha-intl.com 


Introduction 


MA randori-waza (free practice techniques) have diversified follow- 
ing extensive research into shiai (competition) techniques, and, more 
recently, nage-waza (throwing techniques) with often confusing interpre- 
tations of their names continually cropping up one after another. The object 
of this book is to provide the correct understanding of classification and 
waza (technique) terminology for the rich and ever-changing nage-waza 
in shiai and randori. 

For each nage-waza, the number of techniques with vastly different forms 
and concepts has increased, as have those techniques with more than one 
classification. 

Each one of those variations of technique is explained in detail in this 
book, so that their differences may be clearly understood. Consequently, 
its content is not aimed solely at the principles of attack and defense in 
each technique to improve one’s power in a contest. 

Another distinctive feature of this book deals with points to consider 
on technique for each nage-waza, including changes from koryu jujustu 
(old style jujutsu), accounts of development, anecdotal information, tech- 
niques developed in competition, among various other subjects. This 
book is the result of painstaking effort, but it has been a rewarding expe- 
rience, and will be a joy to add to our knowledge of judo. 

Finally, I would like to express my sincere gratitude to Tsuneo Sengoku, 
8th dan, and Tadashi Sato, 8th dan, for demonstrating for the photos over 
a period of eight years, and also to the photographer, Nobuhisa Sekiya. 
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Five points to consider 


First Point Katanokori—From Kata to Randori 


The jujutsu that Master figoro Kano learned was developed in the sixteenth and 
seventeenth centuries. Later, he furthered his research, and in 1882 founded Kodokan 
Judo with a new goal and system for training and practice. 

Shinichi Oimatsu, 9th dan, desctibes the jujutsu from which Kodokan Judo was 
bom: 

“All over Japan, from the time of civil wars and over the Tokugawa period, jujutsu 
produced masters and experts who were devoted to hard training. Techniques were 
gradually developed and systemized: the jujutsu era had arrived. 

Until the end of the shogunate we count some dozen schools, Tsutsumi Hozan-ryu 
(started in the Muromachi era), Takenouchi-ryu (founded in 1532), Sekiguchi-ryu, 
Shibukawa-ryu. Yoshin-ryu, Araki-ryu, Miura-ryu, Jikishin-tyu, Kito-ryu, and Tenjin 

Shinyo-ryu. In each jujutsu school, the system of techniques is classified according 
_ 10 the form of fighting, and is organized as kata according to the level of instruction.” 
Many of those forms included ikiai, idori and tachai from the kime no kata 
forms of decision), Ikiai is a technique for responding to an opponent's attack at 
ie moment the participants physically touch. 

Describing the change from the practice form of kata to the randori training 
method, Takeshi Sakuraba, 8th dan (Instructor at Tokyo Higher Education School) 
in Randort: History and Method (Japanese Education, Essentials of Judo, published by 
Baifukan, 1940), says: 

“The randori of today began sometime between the reign of the 9th shogun 
Tokugawa leshige (1745-59) and the 11th shogun Tokugawa lenari (1787-1836). 
The value of randori was acknowledged to a greater degree with the encourage- 
ment of the government's Kobusho (mantial asts training school) established in the 
Ansei period (1854-59).” 

Master Kano’s master at the Kito-ryu was the Kobusho Jujutsu instructor, likubo 
Konen, and his master was Takenaka Tetsunotsuke. Thus, Master Kano came to 
learn Kito-ryu and Takenaka-ryu 


This is the way in which randori was first combined with kata. {t appears that 
this did not only include modern techniques like nage-waza and katame-waza (grap- 


pling techniques), but also powerful attack and defense techniques such as kansetsu- 
waza and atemi-waza 


Second Point The Three Forms of Waza 


There are three forms of waza in judo: nage-waza (throwing techniques); katame- 


waza (grappling techniques); and atemi-waza (striking techniques) 


— 


Nage-waza comprise a wide range of throwing techniques. 

Katame-waza is a randori-waza control technique to hold an opponent down, 
choke his throat, or reverse or twist a joint. 

{t is not permitted to apply shime-waza (strangling techniques) and do-jime 
(torso strangles) in randori, and kansetsu-waza (joint techniques) are permitted 
only on the elbow joint. These techniques are practiced as kata only. 

Atemi-waza are controlling techniques in which one strikes, attacks, or kicks an 
Opponents vital points. However, the outcome of such techniques is not recog- 
nized in randori. 


Furthermore, there are three methods for analyzing nage-waza: 


1. Waza permitted in randori. Currently, nage-waza with acceptable outcomes 
in randori or shiai, 

2. Nage-waza using kansetsu-waza—It is possible to apply kansetsu-waza from 
standing. For example, a throw using ude-hishigi-ude-gatame or ude-garami 
executed from standing. However, the outcome of this technique is not 
permitted in competition. Today, such techniques are practiced using kata. 

3. Nage-waza using atemi-waza. There seems to be a belief that atemi-waza is 
not a judo technique, but since Kodokan Judo obtained its techniques from 
koryu jujutsu, it is correctly included as one. However, it is not permitted 
in randori and is therefore practiced using kata. 


Third Point Gokyo no Waza 


Since judo’s creation in 1882, Master Kano and his students have continually devel- 
oped the study of judo. Jujutsu-waza was adapted to the new rationale of “technique* 
and its use was applied in randori-waza, as were the newly developed techniques. 

The necessity to teach these techniques effectively arose later, and thus in 1895, 
Kodokan created and established the Gokyo no Waza. 

Later on, the Gokyo no Waza was reworked and published with forty techniques 
in 1920, due to changes that had been made to the use of nage-waza in randori. 

Generally, the former version is known as “Kyu Gokyo no Waza” and the latter as 
“Shin Gokyo no Waza.” In this revision of nage-waza, eight waza, which were 
included in the Kyu Gokyo no Waza, were excluded from the Shin Gokyo no Waza, 
and six new waza were added to it. 

At this point, nage-waza were comprised of a combination of forty-eight tech- 
niques from the Kyu Gokye no Waza and Shin Gokyo no Waza. 

There is no equivalent of Gokyo no Waza in katame-waza, which indicates the 
emphasis that Kodokan places on nage-waza. 


Fourth Point +The New Names of Nage-Waza 


1. The establishing of new names by Kodokan 


In 1982, seventeen new names for nage-waza were set out by the Kodokan. These 
were added to the existing forty-eight of the Kyu and Shin Gokyo no Waza. At this 
time, the total number was sixty-five. It included a revision of the referee rules, 
which included kawazu-gake—now banned in competition—and daki-age, in which 
the outcome later came to be unacceptable. 

Before the inclusion of these new names for nage-waza, Gokyo no Waza was 
synonymous with nage-waza, but it is now part of the legacy of judo. 


FIVE POINTS TO CONSIDER 


2. The establishing of waza names by The International Judo Federation 
Directors on the International Judo Federation (IP) Education Committee asked 
All Japan Judo Federation (AIJF) to make a draft for the establishing of official 
nes, The AJJE therefore prepared a dr 


thirty-two katame-waza. This was approved at a general me 
1, and the number stood at si 


aft proposing sixty-eight nage-waza and 
ting in 1995, Later on, 
ty- 


some revisions made by the Kodokan were adoptec 
six nage-waza and twenty-nine katame-waza. However, there were differences between 
the content of those waza and the Kodokan Judo waza names 

srences conducted by the 


gation to resolve these diff 


efore, after an inve 
Research Institute, the distinction of seoi-nage (commonly known as 


Kodokan V 
m ippon-seoi-nage, and tsurikomi-goshi from sode-tsurikomi- 


t, 1997. Asa result, the number of Kodokan nage 


morote-seoi-nage) f 


goshi was established on April 1s 


creased to sixty-seven 


Fifth Point 


The Classification and Names for Nage-Waza: 


Sutemi-waza + 


uruma, uki-otoshi, sumi 


prote-gari, kuchi hi, kibisu-gaeshi, kouchi- 


arashi 


Koshi-waza { 


O-goshi, ul 


ai-goshi, tsurikomi-goshi, sode-tsurikomi-gos 


, tsuri-goshi, 


han oshi, ushiro-goshi, koshi-gu 


Ashi-waza (21) 


Hiza- 


-tsurikomi-ashi, harai-tsurikomi-ashi, deashi-harai, okuri-ashi- 


kouchi-gari, ouc 


gari, ouchi-ga 


hi. kosot i 
ii, kosoto-gari, kosoto- 


sot 
S¢ 


Ima, Osoto-gaeshi urur 
ruma, osoto-gaeshi, ashi-guruma, o-guruma, 


gaeshi, hanegosh 


aeshi, harai-goshi 


Ma-sutemi-waza (5) 


ata-gaeshi. 


Yoko-sutemi-waza (15 


vaza, yoko-¢ 


shi, tani-otoshi, yoko- 


iruma, yoko-gake, kin 
ima, yoko-gake, daki-wakare, yoko- 


kare, soto-ma’ 


kom), uchi-makikomi, hane. 


kikomi, haraj i 
akikomi, harai-makikomi, uchi 


2mi, Kani-basami, kawazu-gake 


+-MaAKIKOML, OSOta-mak 


1 Ippon-seoi-nage 


Yori breaks uke’s balance directly forward or to the 
right (left) front corner. He inserts his right (left) arm 
under uke’s right (left) armpit, and, holding it over his 
right (left) shoulder, loads uke onto his back and 
throws him over the right (left) shoulder. This section 


covers similar techniques. 


SONO ICHi re! 
Ippon-seoi-nage—uke attacks with a right fist 


Tori and uke stand 1.8 meters apart (photo 1). Uke steps 
forward with his left foot while raising his right fist over 
his head, then he steps forward again with his right foot 
and punches at the top of tori’s head with his right fist 
(photo 2). 

At this moment, tori parties uke’s right upper arm 
from the inside with his left forearm (rotating inside), 
while advancing with his right foot inside uke’s right 
foot. He grips the middle of uke’s right inside sleeve 
with his left hand and breaking his balance forward 
(photo 3), tori tums his body left by pivoting on the tip 
of his right foot and puts his right arm out through uke's 


armpit and grips the top of his shoulder. He steps his left 
foot back inside uke’s left foot, presses his back tight 
against uke’s chest and abdomen, then carries his right 
arm above the right shoulder and loads him onto his 
back (photo 4). 

Tori straightens both legs, bends forward and throws 
uke by pulling down with both hands (photo 5, 6). 

Tori throws with ippon-seoi-nage by parrying uke’s 
right arm at the moment he begins to strike at tori’s 
head. There are four Nage no Kata techniques in which 
uke attacks head-on. These are seoi-nage, uki-goshi, ura- 
nage and yoko-guruma. This attack probably expresses 
the martial basis of nage-waza. 

The concept of this technique is to parry and throw 
when uke attacks head-on. Therefore, tori must ensure 
that uke does not attack from the side. 

Tori steps inside uke’s oncoming attack, while par- 
tying his right arm with the left arm. He pulls and lifts 
uke to the right front corner, breaking his balance. Tori 
should not try to hold, force back, or control uke’s right 
arm. At the instant uke’s balance breaks forward with 
continuing momentum after his attack is parried, tori 


uses a pulling action to break his balance. At that 
moment he pulls the right side of uke’s right inner arm 
with his left hand, and breaks his balance. His grip on the 
middle of uke’s right inside sleeve when he loads uke up 
onto his back will defend against uke executing shime- 
waza, hadaka-jime, and okuri-eri-jime. This method of 
response can be used also in kata-guruma of the Nage 
no Kata and kata-mawashi of the Ju no Kata. 

When tori loads uke onto his back, he draws uke’s 
right arm onto the back of his neck near the right shoul- 
der (upper arm for randori) and throws him with uke’s 
right armpit tight against his right shoulder (photo 7). 
This is the distinctive feature of this kata, Tori executes 
the throw using uke’s forward collapsing movement in a 
rotating movement, like the sails of a windmill, around 
the fulcrum of his right shoulder. At this moment, tori 
completes the throw projecting with the momentum 
from stepping inside and rotating his body in one stroke. 

The combined use of the hand and waist to throw 
with ippon-seoi-nage is often seen in modern shiai and 
randori. But the throw is based on te-waza rationale in 
the kata by using uke’s balance breaking forwards to 
oad him onto the shoulder. This is not practical in 
randori-waza, however it is essential to understand the 
origin and basis of this technique. 


SONO NI 


Ippon-seoi-nage — at the moment uke steps forward 
with his right foot 


Both sides grapple in right nawural posture. Tori 
advances with his left foot, then his right foot, then 
his left foot again, while pushing uke back, and begins 
to break his balance. 

Uke is pushed back, and steps back with his right 
foot, then his left foot, then his right foot again. He 
pushes tori back, and begins to step forward with his 
right foot (photo 8). 

In time with uke pushing back, tori steps his 
right foot between uke’s feet and moves his left foot 
back diagonally, and while taking a right posture, he 
lessens the pushing action of the left hand and pulls 
instead, so that uke begins to step forward with his 
right foot. 

At the moment uke moves his right foot forward 
and begins to transfer his weight on to it, tori lifts and 
pulls with his right hand, pulls forward and upward 
with the left hand, while opening it to the outside 
slightly, and lifts uke to the right front corner, breaking 
his balance (photo 9). 

Atthis moment, tori steps his right foot inside uke's 
right foot, bends the right knee and lowers the waist, 
while turning his body left by pivoting on the tip of the 
right foot. He steps his left foot back and round to the 
inside of uke’s left foot and puts the back of his waist 
below the front of uke’s waist (above the front of his 
thighs). At the same time, tori slides his right arm up 
from the right side of uke’s chest to the inside of uke's 
right armpit, bringing the right upper arm {under the 
shoulder) tight against uke’s armpit. He draws firmly 
with the left hand, so that uke's right arm covers the 
top of his right arm (photo 10). 

Tori pulls even more firmly with both hands while 
straightening his knees and raising his waist in one 
stoke. He leans forward, while lifting the front of 
uke’s waist up with the back of his waist. Tori then 


throws uke in a large rotation around the fulcrum of 
his right shoulder (photo 11, 12, 13 


KEY POINTS TO THE TECHNIQUE 

Differences between kata sono ichi and 

this technique 

The key in this kata is that “tori uses uke’s oncoming 
attack by dodging it to load him onto the right shoul- 
der and execute the throw.” In this technique, however, 
tori “breaks uke’s balance toward the front right cor- 
ner, carries his right armpit on the right upper arm at 
the moment uke advances with his right foot, and exe- 
cutes the throw. 

At the moment uke begins to step forward with his 
right foot and pushes back, tori lessens the pulling 
action with the right hand so that uke’s right foot is 
drawn out. At that point, tori assumes a stable right pos- 
ture, and at the moment uke has stepped forward with 
his right foot, tori pulls up with the right hand, pulls 
diagonally upward with the left hand raising the elbo 
and lifts uke onto the tip of his right foot, thereby break- 
ing his balance. 

Tori steps his right foot inside uke’s right foot, and 
pivoting, he opens his body to the left and steps his 
lefi foot back and round, while inserting his right arm 
through uke’s right armpit. Tori pulls with the left hand 
with his upper arm on uke’s armpit (photo 14). Tori 
brings his upper arm (near the shoulder) tight against 
uke’s right armpit, and his back and waist tight against 
uke’s abdomen and the front of his waist. If tori does 
not maintain firmness in this state, a space will open 


between them, and he will not be able to execute the 
loading action. 

At this moment, tori’s feet are positioned inside both 
of uke's feet (photo 15). Tori maintains a straight upper 
body, while bending both knees deeply and lowering 
tbe body. 


Master Kano has the following to say regarding draw- 
ing uke out to bring your body against his in seoi-nage, 
in Kodokan Judo Kogi (Kokushi published by Zoshikai, 
December 1901) 


There is one point you must be careful of at this 


moment: that your body and your opponent's body 
are firmly in contact. If not, the technique will not be 
effective. Suppose I turn my body to the left once, but 
do not establish firm contact with my opponent's body, 
1 must then turn even more, until it has been estab- 
lished. This is a very important point. 

Another important point is to try to draw uke out 
very quickly using your strength. You must also affect 
him with the strength from your pulling action first, 
when you lean forward to throw him. If not, he will 
perceive your intention quickly, and the technique 
will not be effective.” 

When tori loads uke onto his back, he should simul- 
taneously straighten both knees vigorously in a single 
breath, lean forward deeply (with his upper body), and 
pull with both hands all in one combined movement, 
throwing uke with the momentum from inserting the 
right arm under uke’s armpit and from turning the body 
to the left. 

The importance of physical contact between both 
bodies has been explained, but if tori holds the middle 
of uke’s sleeve, the drawing action can easily be made 
redundant. 

In this case, tori can draw by gripping uke's right 
front collar from over uke’s right arm with his left hand 
and control uke’s right arm from above. 

!ppon-s 


i-nage from this posture is the speciality of 


many noteworthy judoka (photo 16, 17). 


Ifuke responds at this moment by beginning to turn 
toward the right, tori loads uke onto his back while 
controlling uke's right hip with his right arm, and 
throws him (photo 18, 19, 20). 


SONO SAN 
\ppon-seoi-nage—wrapping uke’s left arm around 


Tori and uke grapple in right natural posture. Uke con- 
trols tori’s right sleeve, gripping it with his left hand. 
At this moment, tori steps back with his left foot, and 
takes another step in the tsugi-ashi form (leading with 


one foot, following with the other), thereby opening 
the distance between them, so that uke’s arms are 
stretched out straight (photo 21) 

Atthat moment, tori steps in with his right foot to 
the tip of uke’s right foot, while extending his nght 
arm and inserting it by rotating it in front of uke in a 
large circular motion 

Tori takes uke’s left arm, which is thrust out (photo 
22, 23), and pushes in under uke’s right armpit by wrap- 
ping uke’s left arm. Controlling both of uke’s arms 


which are now crossed (photo 24.1, 24.2), tori loads 


him onto his back with both of uke’s arms on top of 


his right upper arm (photo 25, 
26). 

When uke thrusts with his left 
hand, it will be difficult to enter 
in. Therefore, tori should move 
away from uke, straighten his 
right arm, turn in front of uke's 
body, and wrap and load him 
onto the back. Uke's posture 
will not allow him to resist, 
making it easy to load him onto 
the back (photo 27). 


SONO YON 
Ippon-seoi-nage — the right leg stepped to the outside 


Tori advances, pushing uke backward. At the moment 
uke steps his right foot back, tori takes a right posture, 
and lifts uke forward with both hands, while breaking 
his balance (photo 28). He turns and opens his body 
to the left and jumps inside uke’s chest, while insert- 
ing his right arm into uke’s right armpit and loading 
him onto his back. At the same time, he steps his leg 
deep against the outside of uke’s right leg, so that he is 
tight against uke’s body (photo 29.1, 29.2). Tori pushes 
uke’s right leg up with his right leg while raising his 


waist, and loads him onto his back, then throws him 
with both hands (photo 30, 31). 

At the moment uke steps back, tori drives into him, 
and loads him onto his back using his right leg and his 
waist. 


SONO GO 

Points to consider on ippon-seoi-nage 

Jujutsu’s ippon-seoi-nage 

It is noted in Shikatsu Jizai, Sekkotsu Ryoho, Jujutsu Seirisho 
(Matsunosuke Inoguchi, published by Kaishin Shoro, 
1896) that “Seoi-nage-tori is regarded as a Tenjin Shinyo- 
ryu technique.” 

The publication Gekiken Jujutsu Shinan (Minoru 
Yoneoka, published by Tokyo Tosho Shuppan, 1897) 
contains a collection of techniques from every style. 
The author describes ippon-seoi-nage as a technique 
for when “an opponent tries to hold you tightly from 
behind. Seize both of his arms, cross them, and load 
him onto your back to throw him.” 

The ippon-seoi-nage of koryu-jujustu is the military 
prototype of this technique, but owing to its develop- 
ment through randori-waza in Kodokan Judo, it exists 
today as a diverse technique. 


Seoi-nage-tori of Tenjin Shinyo-ryu 


2 Seoi-nage 


fori breaks uke’s balance forward, or to the right (left) 
front corner. He inserts his right (left) arm under uke’s 
right (left) armpit, loads uke onto his back, and throws 
him over the right (left) shoulder. This section covers 
similar techniques. 


SONO ICHI 

Seoi-nage —the right elbow inserted in uke's right 
armpit 

Tori and uke grapple in right natural posture. Tori steps 
forward with his left foot, then right foot, then left foot 
again, pushing uke backward, and comes to a halt con- 
trolling him with both hands. Uke is pushed and steps 
back with his right foot, then left foot, then right foot 
again. He holds his ground and begins te return to a 
stable posture (photo 1). 

At that moment, tori steps his left foot diagonally 
back, and lessens the pushing action of both hands, 
and pulls, so that uke begins to wansfer his body weight 
onto the advancing right foot. At that moment, tori 
steps his right foot inside uke’s left foot, and takes a right 
han-mi (extreme right) posture. At the same time, he 
lifts and pulls upward with his right hand, and pulls 
upward with his left hand, lifting uke to the right front 
corner, and breaking his balance (photo 2). 


Tori bends his right knee and, lowering his body, 
tums round to the left by pivoting on the tip of his right 
foot and steps his left foot back and round inside uke's 
left foot. While still holding uke’s left collar with his 
right hand, he pushes into uke’s right armpit, pulls with 
his left hand covering uke's right arm, and puts the back 
of his waist tight against the front of uke’s thighs and 
waist, loading uke onto his back (photo 3.1, 3.2). 

At the instant uke’s body begins to rise onto tori's 
back, tori straightens both knees, raises his waist. loads 
uke onto his back with both hands, and throws him 
forward. Uke is thrown in a large rotation around the 
fulcrum of tori’s right shoulder (photo 4, 5, 6). 


KEY POINTS TO THE TECHNIQUE 

When tori pushes uke and uke pushes back, tori skil- 
fully leads him ferward and, lifting him te the right 
front corner, breaks his balance in a continuous and 
flowing action. 

There are two actions when tori inserts his right 
elbow inside uke’s right armpit: pulling up with the left 
hand to break uke's balance, and opening a gap inside 
uke's armpit. 

When tori inserts his right elbow, the wrist should be 
natural, not rigid and strong, and this must be com- 
bined with the action of turning the bedy. Tori must 


place his right forearm tight against the armpit (photo 7). 
At this point, uke rises onto his tiptoes and tori’s feet 
ioned inside of uke's feet with his toes point- 


are po 
ing in the same direction as uke’s. The area from the 
back of tori’s waist 10 his back should be tight against 
uke’s lower abdomen and chest. 

Tori pulls with both hands, and in a single breath, 
ises his waist, bends his upper 
the front of uke’s waist up with 


straightens both kne 
body forward, and I 
the back of his waist. He synchron 
springing up with his waist, using vigorous energy from 
the knees, and pulling down with both hands to throw 
uke forward over his right shoulder. 

Seoi-nage is not executed by loading and lifting with 
both hands. Tori pulls and breaks uke’s balance with 
both hands, but i tries to load him the technique 
will not be effective. It is the momentum from turning 
his body, straightening the knees, a 


1 raising the waist 
that are necessary to throw uke’s body. 

When uke’s balance breaks toward the right front 
comer in an extreme right posture after he takes a large 
step forward with his right 
tight against him by taking a large step back with his 
left foot, and turning round. 


foot, tori must bring uke 


Tori jumps low inside uke’s chest so that his knees 
are close to the mat, raises his waist and his knees clear 
of the mat, and loads uke onto his back. 

If tori throws uke without loading him onto his back 
at this moment by simply pulling dow: 
nique becomes seoi-otoshi. 


1, then the tech- 
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Seoi-nage— stepping the right leg outside of uke's 
right leg 


Tori and uke grapple in right natural posture. Tori 
advances while pushing u 
ns to step back with his 
his right foot betw 


1 at the moment uke 


t foot, tori advances 
en uke’s feet and draws his left foot 
ap (photo 8) 

At the instant uke begins to step back with his ri 


closer to lessen the 


ght 
foot, tori opens his body to the left while stepping his 


izes the actions of 


left foot back and round to support his body (photo 
9). Tori drives uke’s foot back with his right leg, and, 
sliding it down uke’s right knee, steps it onto the mat 
on the outside of uke’s right leg. At the same time, tori 
inserts his right arm (elbow) into uke's right armpit, 
bends the left knee, lowers his waist, and brings uke 
tight against him by pulling with both hands (photo 
10). Tori straightens both knees and raises his waist 
while loading uke onto his back, and throws him down 
(photo 11, 12). 

In this technique tori drives uke’s foot back as he 
steps back with it, steps the right leg deep outside uke’s 
right leg, and Joads him onto the back. Accordingly, it is 
important to seize the opportunity to apply these prin- 
ciples at the moment uke steps back with his right foot. 

Tori puts the lower part of his right leg below uke's 
right knee, as he steps back, and drives it back by sliding 
it down his leg, and, maintaining this contact, steps deep 
onto the mat. At this point, tori’s waist is lowered, and 
his waist and back are tight against the front of uke’s 
body. The right leg is slightly bent, so that the back of the 
knee is tight against the bottom of uke’s right kneecap. 

Tori straightens his left leg and raises his waist, while 
pushing uke’s right kneecap up with his right leg, and 
pulling uke’s body directly upward. At the same time, 
tori lifts and pulls further with both hands and executes 
a large throw forward. 
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Seoi-nage- -gripping uke's collar and sleeve on the 
tight side with both hands 


Tori and uke grapple in basic natural posture in the fol- 
lowing way. Tori takes a natural grip (four fingers on 
the inside) of uke's right from collar with the right hand 
and the outside of uke’s right middle sleeve with the 
left hand, Uke holds the outside of tori’s right middle 
sleeve with the left hand, and tori’s left front collar 
with his right hand (photo 13). 

Tori steps back while drawing uke out. At the 
moment uke steps forward with his right foot, tori pulls 
up the left arm raising the elbow, and synchronizes the 


tight arm with this. Tori steps his right foot inside uke's 
right foot and lifts uke to the right front corner (photo 
14). 

Maintaining firmness in this posture, tori turns his 
body left by pivoting on the tip of the right foot, and 
steps his left foot inside uke’s left foot. At the same time, 
he inserts the right elbow in uke's right armpit, and 
brings his back tight against the front of uke’s body 
(photo 15). He loads him onto his back in a large move- 
ment, and executes the throw (photo 16, 17). 

In this technique, tori loads uke onto his back by 
holding his collar and sleeve on the same side with both 


hands. This is commonly known 
as the kata-eri-seoi (one-collar 
seoi). 

Tori does not grapple uke com- 
pletely from this posture, but cre- 
ates the momentum to throw him 
by drawing him out and lifting 
him up. 

In this posture, gripping uke on 
one side, tori steps his right leg on 
the outside of uke's right leg, sim- 


ilar to sono ni, and throws 
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Seoi-nage—loading up with the right arm only 


Tori grips uke’s right front collar with his right hand 
(four fingers on the inside) in a right posture. Uke grips 
tori’s right front collar with the } 
and each side seeks an opportunity 
pulling hand (photo 18). 

> this contest continues, tori controls uke’s right 
wrist and steps his right foot inside uke's right foot 
(photo 19). He turns in a large circle to 
oting on the right foot, while bendi 


hand ina left posture 
‘0 catch the other's 


the left by piv- 


ng the sight arm 
and inserting the right elbow into the right side of 
uke’s chest, and lifts and pulls. He brings the left hand 
back onto the inside of uke’s left thigh (photo 20.1, 
20.2) and lifts and pulls uke further with the right hand 
He pushes uke’s lower body up with his left hand, and 
throws him forward (photo 21). 

In this situation 


either si 


de can catch the ather's 
pulling hand. Therefore, tori tries 10 load uke onto his 
back from that posture 


ight elbo 


but is unable to do so with the 


nserted into uke's right armpit, because 
ling hand to 


D 
It is possible to load uke up with the back of the 
right arm against uke’s chest, but he must ¢ 
in¢ 


his waist 
», o that it sticks out from uke’s right side, sim 
ilar to koshi-guruma. Tori then loads uke’s body up in 
a posture similar to that of yoko-otoshi 


However, without a pulling hand it is not possible 
to pull uke’s body forward and throw him down. There- 
fore, tori should push uke’s lower body up with the left 
hand, and throw him down by twisting the body to 
the left (photo 22, 23). 

There are some situations where it is difficult to throw 
uke. In these cases, tori should hug the side of uke’s waist 
with his left arm, bringing his body tight against him 
(photo 24.1, 24.2), and rotate forward by his own voli- 
tion, so that he drops down onto uke (photo 25, 26, 27). 

This technique has recently become common in 
situations when a player has not been able to grapple 
properly. 

Tori throws with the right arm only, but because he 
loads uke onto the back with the 


right elbow inserted, 
it resembles seoi-nage, though to what degree is a mat- 
ter of personal opinion. 
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Paints to consider on seci-nage 
GANSEKI-OTOSHI 
Ganseki-otoshi is the common name for this technique, 
which was a koryu jujutsu technique. Master Mifune, 
10th dan, explains this technique in The Canon of Judo 
(published by Kodansha International, 2004), The 
main points of the technique are as follows. 


Tori and uke grapple in a standing posture. Tori 
strangles uke with gyaku-juji-jime, with his right hand 
above, and his left hand below (photo 28). 

Uke responds by pushing tori’s left elbow down with 


his right hand placed on top of it. His left hand pushes 


up from under tori’s right elbow and he begins to unfas- 
s arms (photo 29), At that moment, tori adapts 


ten tori 


to that action by stepping his left foot inside uke’s left 


foot. He lowers his body and steps back by tuming to 
the left, while passing under his own right arm to unfas- 


¥ Seoi-otoshi 


ten his crossed arms and turn his back towards uke 
(phote 30). 

He pulls both collars, gripping them with both 
hands, so that uke’s chest and lower abdomen are 
tight against his upper back and the back of his waist, 
and he loads uke onto his back (photo 31). 

Tori straightens both knees, raises the back of his 
waist, leans forward, and throws uke forward by pulling 
with both hands (photo 32, 33). 

In another situation, tori throws with the left (right) 
knee on the mat (photo 34). 

Furthermore, tori may throw uke by loading him 
onto the left shoulder, without passing under his own 
right arm (photo 35). 

These techniques are not seen in modem randori, but 
they remain present in the principles of this technique. 

It is difficult to judge which technique this is simi- 
lar to in modern techniques such as ippon-seoi-nage 
or morote-seoi-nage. 

If it is executed by “throwing with the knee on the 
mat” then it becomes seoi-otoshi, and if “tori carries one 
arm,” ippon-seoi-nage. 


Tori breaks uke’s balance directly forward or to the right 
(left) front comer. He loads uke onto his back, and, 
while dropping one or both knees onto the mat, throws 
him by pulling him down. 
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From the form of ippon-segi-nage to seoi-otoshi 
1. Seoi-otashi—with the right knee dropped 


Tori and uke grapple in right natural posture. Tori steps 
back with his right, left, then right foot, and pulls uke 
forward, so that his balance begins to break. Uke 


onds by stepping hi 


left foot forwa 


then right 
ot, then left foot again, and begins to 


tther step 
is right foot to maintain his balance. 

oves his left foot back diagonally, moving 
f away from uke at the moment uke steps for- 
ward with his right foot. He moves his right foot close 
to the inside of uke’s right foot. At the same time, 


he 
he right hand, raises his lefi elbow, and 
uke up to the right front comer (photo 1). 

Tori bends his knees, lowers his waist, an 


d while 
maintaining a firm grip in both hands, turns left by 
pivoting on the tip of the right foot, and steps the left 


foat back, closer to the inside of uke's left foot, so that 


his back is turned towards uke (photo 2). He inserts 
his right arm throu 


1 uke’s right armpit and puts it on 
his rig 


ht shoulde: > null th hie cot I 
night shoulder. He pulls with his night arm over uke’s 


right arm, brings uke’s chest tight against his back, and 
loads uke onto his back in the ippon-seoi-nage form 
(photo 3). At the same time, tori inserts the right leg 
deep inside uke’s right leg and drops to the right knee 
(photo 4). In one stroke, he lowers his body and throws 
uke over his right shoulder, pulling him straight down 
with both hands (photo 5, 6, 7). 


KEY POINTS TO THE TECHNIQUE 
It is important to understand and acquire seoi-otoshi 
entirely because of its similarity in the loading and 
throwing form to ippon-seoi-nage. At the moment uke’s 
balance breaks completely over the tips of both feet, 
tori drops down to uke’s feet in a stable posture, and uses 
the height difference to pull uke down sharply in one 
stroke. Uke loses the target in front of him, and is unable 
to respond as he is thrown forward in a rotation. 

In another technique, tori steps his right leg deep 
outside uke's right leg, drops to the right knee, and pulls 
uke down to throw him (photo 8). 


2. Seoi-otoshi—with both knees dropped 


Tori and uke grapple in right natural posture, Tori steps 
forwards with his left, then right, then left foot again, 
while pushing uke backwards, and begins to break his 
balance. Uke steps back with his right foot, then his 
left foot, holds his ground, and ties to maintain stability. 
At that moment, tori steps his left foot back diagonally 


his right foot between uke’s feet, assuming a 
sture, while he lessens the pushing 
ht hand and pulls instead, so that uke 


and steps 
right han-mi p' 


action of the rig! : 
steps his left foot forwards. At the moment he begins 
to step it onto the mat, tori stops pulling with the 
fis upwards instead; he pulls upw ards 


right hand and | 
with the left hand at the same time, and lifts uke for- 
ward, breaking his balance. Uke is unable to transfer 
his balance to his left foot and rises onto the tips of 
both feet, his balance breaking (photo 9). 

At that moment, tori jumps in to uke’s feet with the 
right foot, then the left foot with his body lowered. He 
drops to both knees, and loads uke onto his back using 
the ippon-seoi-nage form (photo 10, 11). At the same 
time, he pulls straight down with both hands and throws 
uke (photo 12). 

Tori draws uke’s left foot out and lifts him forward 
so that he cannot maintain his weight, and breaks his 


balance. He quickly jumps down by uke's feet and pulls 
downwards in one simultaneous action. 
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From the form of seoi-nage to seoi-otashi 
1. Seoi-otoshi—with one knee dropped 
Tori and uke grapple in right natural posture. Tori pulls 
uke while stepping back, and at the moment uke steps 
forward with his right foot, tori assumes a right pos- 
ture and lifts him to the right front corner to break his 
balance (photo 13). Tori jumps in to uke’s feet with 
his body lowered while maintaining a stable posture. 
He loads uke’s body onto his back using the seoi-nage 
form, while entering his right leg deep inside uke’s 
right leg and dropping onto his right knee (photo 14, 
15). In one stroke, tori pulls uke down over his right 
shoulder using momentum (photo 16, 17). 

This seoi- 


echnique is derived from the moro- 
orm. The concept of the form for loading 
nto the back is identi 
nserts | 


le-seoi-nage 
uke o al to that of seoi-nage. 

Tc is right elbow into uke's armpit and 
pulls with the left arm, so that uke's upper body is tight 
against him, then he pulls u} 


down. 

Tori can also step deep on the outside of uke's right 
leg and drop his right knee onto the mat while pulling 
uke down (photo 18). 


In this situation, tori grips uke’s right front collar 
(four fingers on the inside) with the right hand and his 


right outer sl 


eve with the left hand. Gripping the sleeve 
i the collar on the same side of uke’s body, tori loads 
him onto his back v 


tile dropping to hi 


tight knee, 
and pulls uke down 


2. Seoi-atoshi—with both knees dropped 
lori and uke grappl 


natural posture. Tori begins 


to push uke. Uke tries to maintain his balance as he is 
pushed backwards, At the moment uke steps his right 
foot just past the back of his left foot, tori steps his right 
foot between uke’s feet, and, while assuming a right pos 
ture, lifts uke directly forwards and breaks his balance. 
Uke is not able to transfer his weight on his right foot, 
and rises onto the tips of both feet, as his balance breaks 
(photo 19). 

At that momen, tori jumps in to uke's feet with the 
right foot, then the left foot, and, with his body lowered, 
drops to both knees and loads uke onto his back in the 
seoi-nage form (photo 20). At the same time, tori pulls 
uke straight down to throw him (photo 21, 22). 

It is vital that tori acts instantaneously to position 
(tsukuri) uke by driving uke’s right foot as he steps back. 
Atthe moment the tsukuri is complete, he enters inside 
uke’s chest in a stable posture, and pulls him straight 


a 


down. 

There has been a recent increase in incidents where 
tori grapples in an extremely low posture, and enters 
deep inside uke by dropping onto both knees for seoi- 
nage or seoi-otoshi. Seoi-nage with both knees dropped 
is, however, banned in the Kodokan refereeing rules 
and in Junior Judo. 
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Differences between seoi-otoshi, seoi-nage, and 
ippon-sedi-nage 

These techniques bear similarities in the way in which 
tori loads uke up, but the principle of throwing is differ- 
ent. 

Stor-NaGeE—Tori loads uke’s body from below and 
throws him directly forwards over the right shoulder. 

Accordingly, if one or both knees are dropped onto 

the mat, in seoi-nage tori will raise the knees from the 
mat, raise the waist, load uke onto his back, and throw 
him. 
Sxol-orosHi—At the moment tori loads uke onto his 
back, he drops to one or both knees, lowers his body, 
pulls uke over the right shoulder, and throws him 
straight down. 

It is important to discern the subtle differences 
between these two techniques. Although it may be dif- 
ficult to tell them apart at first glance, looking at the 
concept of the throw will enable you to determine 
which technique it is. 

Generally, tori should pull downwards with the 
body lowered when throwing with the knees dropped, 
but tori should load uke onto the back when throwing 
with the knees not touching the mat. Therefore, we can 
define seoi-otoshi as throwing with the knees dropped 


and seoi-nage as throwing from a posture where the 
knees are not dropped. 


This is also true of seoi-otoshi from the form of 
ippon-seoi-nage. 


SONO YON 
Points to consider on seoi-otoshi 
Koshiki no Kata—yuki-ore 


The techniques of the Kito-ryu, which Master Kano 
learned before founding Kodokan Judo, are preserved 
in this Koshiki no Kata. 

Yuki-ore the sixth counter (ura) from the Koshiki no 


Kata is the following form of the seoi-otoshi technique. 


ns to hold tori from behind 


1 arms (photo 23), tori defends by lowering 


his be id drops his right knee 10 uke’s feet (photo 
24). At the same time, he holds uke’s right arm with 
both | hrows him by pulling straight down 


t the instant they .% ll 


ws the opponentdownina @ 
harp throw (photos 23-26 show the Koshiki no Kata. 
i Y 


oto, 8th dan, and uke is Midori 


ght (or left) front cor- 


au : ight step back with his right foot, At the moment uke's 
ns his body to the left, steps his righ 


(left) foot right foot passes the back of his left foot tori steps his 
vard, and right foot between uke’s feet, and steps his left foot back 
and round, so that he assumes a right han-mi posture. 
He pulls up with the left hand, and lifts and pulls up 
SONO ICHI with the right hand. Uke is not able to transfer his 
Tai-otoshi—driving in at the moment uke steps back Ww eight onto his right foot, and he rises forward from a 
slightly left posture over the tips of both feet, and his 

balance breaks (photo 2). 


uke's right (left) foot, pulls uke fc 


apple in right natural posture. Tori steps 

| back with the right foot. then the left & i li 
ack with the right foot, then the left foot, while pulling 

fen comes to a halt, pressing uke down slightly. 


Uke responds by stepping for 


Tori supports his body on the right leg, opens his 
body to the left, and steps his left foot back and round, 
while lifting uke further with both hands and breaking 
: his balance (photo 3). Supporting his body on the left 
* his — leg, tori lowers his waist, and steps his right foot in 


Nn to his previous posture ont of uke’s ri c ij 
F front of uke’s right foot across his ankle, At this point, 


uke; he 


urd with his left foot, 


then his right foot, but because he holds his ground ina 


forward-leaning posture, h i 
f rd-leaning posture, he steps back wit 


ight foot and begins to ret 
(photo 1) 


At this moment, tori lessens th ¢ pulling action of bott bes in a stable posture with a wide leg stance, the 
e i ig act ot both eft knee is be > right) 
hands and pushes ol Uknee is bent and the right leg stretched (photo 4) 


with the left hand instead, 


Tori pulls and lifts further with his right hand, pulls 


Uke resp: 
down with the left hand 


i 
le ning up whi mnt 
by straigh ening up while beginning to 


, and channels energy into his 


hands, hips, and legs to throw uke forward. Uke will be 
thrown in a large circle around the tip of his right foot 
(photo 5, 6). 


KEY POINTS TO THE TECHNIQUE 

Tori acts at the moment uke steps back by using uke’'s 
momentum to throw him. It is important to lead and 
move uke lightly at that moment. This technique is dif- 
ficult to execute if uke’s posture is rigid. 

Uke tries to maintain his balance by stepping back 
with his right foot, and at the moment it just passes his 
left foot, tori lessens the pushing action of both hands 
and pulls upwards instead, so that uke is lifted upwards 
and his balance breaks. If tori executes this too slowly, 
uke will completely transfer his weight onto the right 
foot. Therefore, tori will not be able to lift and break 
his balance. 

Yori opens his body to the left, and when he steps his 
right foot in front of uke’s right foot, he crosses uke's 
foot lightly, At this moment, tori's left leg is placed 
slightly apart from the front of uke’s left leg, the bent 
knee supports the body weight, and the waist is low- 
ered for stability. He bends back slightly and sticks his 
chest out. 

Tori’s back and the back of his waist should not 


touch the front of uke’s body. If it touches the front of 


his waist, uke will be able to resist quite firmly, and push 


tori’s waist, so that he cannot execute the throw from 


an unstable posture. 

Tori lifts uke up by lifting and pulling with both 
hands. He projects energy in the direction uke’s right 
foot is pointing, and pulls him down at the moment his 
balance is thoroughly broken. 

Uke will be thrown forward in a large circle around 
the tip of his right foot. If tori pulls uke round to the left 
with both hands, uke will respond by twisting his left 
foot round to the rear, so that tori’s technique does not 
work. 

This is a te-waza technique, but tori must channel 
strength into his hands, waist, and legs in combination 
to complete the throw. 

Tori feints a right ouchi-gari, stepping his right foot 
between uke's feet, so that uke steps back with his right 
foot to maintain his posture, and begins to raise his left 
foot. Tori can apply the principles of this technique to 
throw him at the moment he has stepped back with 
his right foot 

The opportunity to execute tai-otoshi is at the 
moment after uke steps with his right foot: tori posi 
tions him (tsukuri) toward the right front corner and 
executes the throw. If he pulls and leads uke towards 
the right, he positions him directly to the right side 
and throws him towards the right side 


Ne 
os) 


“I 


APPLICATION eo 
1. Tai-otoshi— executed in two stages (nidan-shiki) 


moment uke raises 


Tori b 
his left foot to step back, tori steps his left foot back and 
round to assume a right han-mi posture. He supports his 
and lightly springs the inside 


ns to push uke, and at th 


of uke’s left ankle up with his right upper ankle. He lifts 
so that 


him to the right front corner with both hat 
his balance breaks (photo 7), and steps his r 
front of and foot, then throws him 

ing the pri ichi (photo 8). 
is to spring uke’s left foot 
the right front corner. 
It is therefore sufficient for tori to place his right 
hitly (not deeply) on uke’s left leg and to lift it 
up only slightly. Then, maintaining uke in this posture, 
he quickly steps in with his right foot and throws him. 

The springing up action of the means 
to position (tsukuri) uke to ight front comer. How- 
ever, this is not a continuation technique from ouchi- 
gari (reaping) to tai-otos 


ight foot in 


ve 


2. Tai-otoshi—dodging uke’s uchi-mata 


eeing a chance, uke jumps inside tori and begins to 


~ 


the left u t 
by stepping back with his right 
a left han-mi posture. At the moment uke’s left leg cuts 
through the air and his bal 
front corner, tori steps hi 
’s right leg 


(photo 9, 10) 


pring hir 


eo 


up 


tori dodges hi 


breaks to 


ard the right 
t foot across the front of 
d changes to tai-otoshi to throw him 


The name for the technique in which tori dodges 


uchi-mata is uchi-mata-sukashi 
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Tai-otoshi—gripping uke’s collar and sleeve on the 
same side 


Tori and uke grapple in the following form. Tori’s right 
es Tee 

right collar with the four fingers (or 
the thumb) on the inside, while 


hand grips u 


! his left hand grips uke's 
Sleeve, or right collar (photo 11} 


Tori steps back with the left foot, moves the right 
foot forward, so that he assumes a right han-mi pos- 
ture, while lightly shifting to the left side and drawing 
uke to his own right side. Tori lifts uke to his right side, 
breaks his balance (photo 12), and steps his right foot 
across the side of uke’s right leg, so that their legs cross. 
He puts his right forearm on the right side of uke’s chest, 
pushes him to the right side, and pulls down with the 
left hand to throw him (photo 13, 14). 

This technique is different from sono ichi because 
tori uses the right arm to “tsukuri" (position uke). 

When tori shifts slightly to the left, leading uke, it is 
important to tsukuri uke to the right side by gradually 
widening his step. This technique is similar to seoi-nage 
sono ni (kata-eri-seoi), while the use of the right arm is 
different, 

In tai-otoshi, the little finger side of the right arm is 
placed on uke’s right chest, and without close physical 


contact, he lifts uke and breaks his balance with both 
hands. 

In kata-eri-seioi, the right arm is inserted under uke’s 
right armpit, and the back or waist area comes into 
physical contact, then he loads uke up and throws him 
(photo 15). 
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Tai-otoshi—with both of uke’s arms crossed 


Tori assumes a left posture and uke a right posture. Tori 
grips the back of uke’s collar with his left hand, uke’s 
right hand grips tori’s left front collar. Tori grips the 
end of uke’s right sleeve with his right hand, and at 
that point uke is not able to grip with the left hand, 
Tori pulls down with both hands, so that uke leans 
forward (photo 16). 

This causes uke to step forwards with his left foot, 80 
that he assumes a left posture and straightens up while 
Pushing tori's left wrist away with his left palm from 
the inside, and beginning to return to his previous pos- 
ture (photo 17.1, 17 2) 

At this moment, tori quickly steps back with his left 
foot and steps forward with his tight foot to assume 


a right posture while releasing the left hand and dodg- 
ing uke’s pushing left hand to quickly grip the end of 
uke's left sleeve instead (photo 18.1, 18.2). 

Tori steps back with the left foot, opens his body to 
the left while pulling both hands diagonally down, and 
stretches uke's arms across one another, thus completing 
the tsukuri. 

At this moment, tori’s right shoulder is on uke’s left 
armpit (or it pushes uke’s left elbow) while stepping his 
right foot across the front of uke’s right foot (photo 
19.1, 19.2). He pulls toward the front of his own left 
hip with his left hand, and pulls with his right hand, 


thrusting it forward while twisting his body toward 
the left to throw uke (photo 20). 

This technique was devised from kumite (sparring) 
en in competition. The most 


contests, and is not often 
important point is to skilfully use the opportunity to 
cross uke’s arms and to complete the tsukuri 


APPLICATION 
Tai-otoshi—when uke holds the left sleeve with both 


hands 


Uke begins to grip and control tori’s left lower sleeve 


i responds 


ipping the end 
with his left hand 


e's left sleeve from the inside 
to 21) 

Tori grips the end of uke’s right sleeve with his 
right hand from under uke’s left arm (photo 22) and 
th the right hand. e, he 


the left hand, pulling away from uke’s 


the same ti 


) id 


yntrols both arms 


, ed and crossed 
(photo 23). Tori opens 


d 


y to the left steps 
| his right foot in front of uke’s right foot, draws the right 
hand to the left armpit, opens and pulls the left hand 


toward uke’s right front corner, and twists uke’s body 


and throws him (photo 24, 25) 


The most important point in this technique is pulling 
and releasing from uke’s grip on tori’s left sleeve, and 
then crossing them in one continuous movement 


SONO YON 
Points to consider on tai-otoshi 
Koryu jujutsu’s randori-waza 


Master Kano commenced his studies by learning Ten- 
yo-ryu Jujutsu, 


Let us compare Kodokan nage-waza with jujustu 
randori-nage-waza frorn the following sources: Chiharu 
Yoshida and Mataemon Iso, authors of Tenjin Shinyo-ryu 


Jujutsu Gokui Kyoju Zukai (published by Sakigake Shin- 
shoro, 1893; refer to osoto-gari in this book for more 
information); and Matsunosuke Inoguchi, who stud- 


ied medical science, atemi, and the kappo (resuscita- 
tion techniques) of various jujutsu schools, author of 
Shikatsu Jizai, Sekkotsu Ryoho, Jujutsu Seirisho. 


Tenjin Shinyo-ryu Jujutsu Gokui Kyoju Zukai 


Ippon-seoi-nage 


Shikatsu Jizai Sekkotsu Ryoho, Jujutsu Seirisho 


Osoto-gueuma Uchi-mata 


5 Kata-guruma 


Tori breaks uke's balance directly forward, or to the 
right (left) front corner. He loads uke’s body up onto 
his right (left) shoulder, across the back of his neck to 
his left (right) shoulder, and then throws him down. 
similar techniques. 


This section covei 


SONO ICHI 
Kata-guruma— drawing uke forward 


Tori and uke grapple in right natural posture. Tori draws 
uke out while moving backward and begins to break 
his balance forward. Tori takes a big step back with his 
left foot, so that uke steps forward with his right foot, 
and while opening his body to the left, he lifts uke by 
pulling upwards with the left hand, and lifting and 
pulling with the right hand, so that uke’s body weight 
balance breaks (photo 1). 


rests over his right foot as hi 

Tori steps his right foot inside uke’s feet, and enters 
inside uke. He bends both knees, lowers his waist 
assumes a right defensive posture, and draws uke towards 
him. He puts his right shoulder on uke's right front 
hip and the back of his neck (on the right side neck), 
on the front side of uke’s right hip. He inserts his right 


hand inside uke’s legs and places it on his right inside 
thigh, and holds the lower half of uke’s body (photo 2), 

Tori changes the direction of his left pulling hand 
towards his own left hip, drawing it straight down, while 
moving the left foot closer to his own right foot. He 
raises his head, straightening the back of his neck, 
throws out his chest, and in one stroke, raises his waist 
and loads uke’s body across his right and left shoulders, 
At this moment, uke’s body responds by bending bac! 
and resisting (phote 3, 4). 

Tori continues this action of loading uke up, and 
pulls down with the left hand. Pushing up with the right 
hand and rotating uke around the fulcrum of the back 
of his neck, he throws him over the left shoulder to the 
left front corner (in front of the left foot). Uke is thrown 
in a large circle diagonally left and forwards (photo 5, 6). 


KEY POINTS TO THE TECHNIQUE 
The principles of this technique are identical to those 
of the Nage no Kata, except for the action of tori’s le 
pulling hand. In the kata, tori’s left hand changes to 
grip uke’s right inside sleeve on the second step. 

Tori moves away from uke, pulls upwards with the 
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left hand, lifts up with the right hand while moving back 
and drawing uke, lifting him to the right front corner, 
and breaking his balance. At the moment uke’s body is 
lifted, tori lowers his waist, steps his right foot between 
uke’s feet and pulls further upwards with his left hand. 
If tori pulls down too quickly, uke’s waist will bend, ren- 
dering the kuzushi (breaking the balance) ineffective, 
so that uke is able firmly to resist being loaded up. 

It is vital that the back of tori’s neck, as the fulcrum 
for rotating uke’s body, is placed against the front side 
of his belt. 

It is not possible to load uke onto the back and throw 
him with the waist bent. This is also true if the back of 
tori’s neck is inserted in uke’s right armpit. 

Tori inserts the right hand between uke's thighs and 
puts it onto his right inside thigh, and at the same time, 
pulls down with the left hand. Tori must channel energy 
from his waist to successfully load uke up. In order to 
do this, he should bend both knees, lower the waist, and 
straighten the back of his neck. However, if he leans 
forward he will not be able to load uke up. 

When tori throws uke, he pulls straight down with 
the left hand and pushes uke's right inside thigh up 
with his right hand while throwing him down in front 
of the left foot. 

The following techniques are used when tori loads 
uke up and throws him down: 


iy 


Tori steps his left foot diagonally left and forward 
lowers his waist, and executes the throw 

Tori steps back with the left foot, opens his body to 
the left, thereby changing the direction he faces. | 
gtips uke’s right sleeve with his right hand and throws 
him by pulling straight down with both hands 

At the moment tori changes the direction he faces 


to execute the throw, he pushes uke's body up with 
right hand, and at the moment uke's body falls, he grips 
uke’s right sleeve with the right hand and throws him 
using the ippon-seoi-nage form (photos 7, 8, 9) 


SONO NI 

1. Technique for throwing uke directly forward over 
the head 

Tori loads uke up using the principles of sono ichi 

leans his upper body forward while pulling down with 

forward over 


both hands and throwing him directly 


his head. 


It is possible to throw uke down toward the left foot 


in a technique similar to sono ichi, at the mom 


the principles described above very eff 
10, 11, 12). 


2. Technique for throwing by bending back and 
dropping down 

Tori loads uke up using the principles of sono ichi, and 

bends back and drops down while throwing uke down 

with him (photos 13, 14, 15). 

This technique can be used wher 
separate from uke’s body, thus tori throws remaining 
in physical contact by bending back. Depending on the 
situation, tori can throw uke backward, but remain in 


is difficult to 


a standing posture. 

The outcome of each of these techniques would be 
accepted as nage-waza in a competition. 

The technique to drop down backward can be 
thought of as identical to ura-nage (ma-sutemi-waza). 
As a nage-waza, however, the principle action of kata- 
ral it com- 


guruna is to load uke's body up and 
pletely, while the act of dropping down is merely the 
means to throw him. This is the reason why the author 
classifies it as kata-guruma. 


SONO SAN 
Kata-guruma—with one knee dropped 
1. Kata-guruma—loading up with the right knee on the 
mat, then standing up to throw 
Tori grips uke’s right sleeve with his left hand while uke 
ips tori’s left collar with the right hand. Tori controls 
uke’s left gripping hand away from him with his righ 
hand, while stepping his left foot back and pulling 
with his le nd to lift uke to his right front corner, 
thereby breaking his balance. He lowers his waist, steps 
his right foot between uke's feet, and drops the right 
knee to the mat with the left knee raised. At the same 
time, he puts his head on the outside of uke’s right hip 
while drawing him to the right front corner with his 
left hand. He loads uke onto both shoulders while 
inserting t 


s right hand between uke’s 
onto the right inside thigh (photo 16). 


He scoops the right leg up, pulling it forward with 


egs, and puts it 


the right hand while standing up. He loads uke up and 
throws him down to the left front corner (photo 17, 
18). 

Tori can also load uke up with his legs in opposite 
positions, his left knee dropped and right knee raised 
(photo 19). 

Tori has the advantage with the right knee on the 
mat of entering between uke’s feet with his body low- 
ered and pulling with the left hand to draw uke closer 
and load him up. It is necessary, however, to maintain 
stability in the waist and body when standing up from 


this posture. 


2. Kata-guruma—with the left knee remaining on the mat 
Tori and uke grapple on the right side. Tori springs uke’s 
left leg up with uchi-mata. At the moment uke rises 
(photo 20), tori withdraws his right leg which is inserted 
for uchi-mata, and turns around, lowering his body. He 
pulls with the right hand, lifting uke and breaking his 
balance (photo 21), and drops the left knee between 
uke's feet (with the right knee raised), and at the same 
time he enters inside uke, he moves his head, passing 


the outside of uke’s left hip, and puts it onto the side of 


his right hip. He inserts the left hand between uke’s legs 
onto the back of his left knee, draws him closer, and 
loads him up onto both shoulders (photo 22). He pulls 
the back of uke’s knee forward with the left hand and 
lifts him, while loading him up with the left knee 
remaining on the mat. He turns uke around the ful- 
crum of the back of his neck and pulls him down in 
front of the right foot (photo 23, 24). 

In this technique, tori feints uchi-mata, turns around, 
changes to kata-guruma, and lowers his body in a reverse 
motion using the momentum to pull uke, break his bal- 
ance, and throw him. Therefore, tori cutes his body 
control (tai-sabaki) with speed and executes the series 
of actions with excellent timing, so that uke is thrown 


in a large circle at the moment his body touches both 
of tori’s shoulders. 


SONO YON 
Kata-guruma—loading uke onto the right shoulder 
from the front and throwing him backwards 


Tori and uke are about to grapple and face each other 
in a defensive posture. Tori controls both of uke’s 
s with both hands as the moment he tries to grap- 
ple him, so that uke pushes him back and begins to 
shake himself free (photo 25). 

At this moment, toti lifts up both of uke’s hands, 
so that his upper body is lifted and his posture desta- 
bilizes in one stroke, At this moment, tori lowers his 


wris 


body and jumps inside uke (photo 26). He steps his 
right foot between uke's feet and also shifts the left 
ve posture. His 


foot so that he assumes a right defens 
head passes right armpit and he puts the right 
shoulder on uke’s abdomen and holds uke’s legs with 
both hands (photo 27). In one stroke, he lifts uke up 
and loads him onto the right shoulder, and he bends 
back and throws uke backwards, while remaining 
standing. Uke is thrown in a large circle in mid-air 
(photo 28, 29, 30, 31). 

There are several opportunities to apply this tech- 


nique. Tori enters the form for morote-gari, and at the 


3 


a 


moment uke responds by leaning forwards he executes 
| the technique. An 


opportunity is at the moment 
nue and change to tawara-gaeshi 
(photo 32) in order to lift tori (fram the cian a6. - 


| uke begins to cor 


16 


to throw him, this technique becomes ura-nage, but if 
tori loads uke onto the right shoulder and then drops 
him straight forward, this becomes sukui-nage. 


nsider on kata-guruma 


ts to have been a prototype of kata-guruma 
ultsu, 


<anda, 9th dan, is widely known as the mas 
numa and is thought to have developed the 


Nt 


Us 


Hankai-garami of Yoshin-ryu 


original kata-guruma from kinu-katsugi of the Yoshin-ryu 
Totsuka school. 

There is also a similar technique in Yoshin-ryu, called 
hankai-garami. However, it is unclear if it has any rela- 
tion to kata-guruma. 


6 Uki-otoshi 


Tori lifts uke to his right (left) front corner, breaks his 
balance, and firmly pulls him forward and down with 
both hands to throw him. This section covers similar 
techniques. 


SONO {CHI 
Uki-otoshi—of Nage no Kata technique 


Tori and uke face each other in basic natural posture. 
Uke steps forward with the right foot to begin grap- 
pling with tori in right natural posture. 

lori uses this opportunity, and takes a step back- 
ward with the left foot in the tsugi-ashi (moving with 
one foot leading, the other following) form while draw- 
ing uke, in a right natural posture, and begins to break 
his balance forward. Uke responds by trying to main- 
tain his balance and takes a step forward with the right 
foot in the tsugi-ashi form. 


There exists a further technique in sumo wrestling 
known as sori-te (Sume wa koshite miru no ga tanoshii, 
published by Baseball Magazine Co., 1992). 


Again, tori takes a step backward with the left foot 
in the tsugi-ashi form while drawing uke and begins to 
break his balance forward. 

Uke responds again by trying to maintain his bal- 
ance and takes a step forward with the right foot in the 
tsugi-ashi form. 

Tori pulls uke forward again, and at the moment 
uke, in response to being pulled, takes a step forward 
with the right foot, tori breaks his balance forward 
(photo 1), quickly takes a large step backward with 
the left foot, while dropping the left knee roughly to 


the left of and just behind the right foot (the angle of 


the left lower leg from the line running from the rear 
of the right foot should be from 30 to 45 degrees). In 
one stroke, tori throws uke by firmly pulling him for- 
ward with both hands. 

Uke is thrown forward in a large circle around the 


> 


fulcrum of the tip of the right foot (photo 2, 3, 4) 


APPLICATION 

1. Uki-otoshi—pushing up uke’s left elbow with the 
right hand 

Tori grips uke's right sleeve (or the right collar) with the 

left hand and his left middle sleeve with the right hand, 

and grapples 
With the same method and opportunity as sono san, 

at the moment uke withdraws his left foot, tori steps 

in with his right foot while pushing uke’s left elbow up 

from below with the right hand and pulling up with 

s his body to the left, 
hrows uke by pushing 


Yori is able to position (tsukuri) uke sufficiently by 


pushing his left elbow up with the right hand. 


2. Uki-otoshi—twisting with both hands 

Both sides grapple in right natural posture, at the 

moment uke withdraws his left foot (similar to the 
in sono san), tori drives in by stepping in with 
foot, and lifts uke to his right front corner. 


Breaking his balance (photo 16), he twists uke down 
to tori’s left rear comer (photo 17, 18). 
In this technique, tori faces uke directly, and, without 


turning to the left, bends slightly to the left rear corner, 
and twists him down with both hands. 

In order to tsukuri effectively, it is important to twist 
by bending the upper body back. At this moment, tori 
can also throw uke to his right side (towards the out- 
side of uke’s right foot). 


SONO YON 

Uki-atoshi—dodging uke's osoto-gari 

Tori dodges at the moment before uke executes the reap- 
ing action from the osoto-gari form by stepping his right 
foot back behind the left foot to assume a left han-mi 
posture (photo 19). The momentum of his right leg 
flying and cutting through the air causes uke’s balance 
to break towards the left front corner (photo 20). 

At this moment, tori lowers his waist, pushes up 
with the left hand, and pulls uke down with the right 
hand (photo 21). 

In another situation, tori dodges uke’s osoto-gari by 
lifting the right leg, and changes to uki-otoshi (photo 
22, 23). 

In this technique, tori must perceive the moment 
when uke is about to reap his leg, and at the moment 


uke’s balance breaks fr s leg cutting through the 
air, tori quickly ad i 


technique. If 


eé uki-otoshi 
n precisely 


wh e P > will turn and fall 


adapting and con 

uke's nage-waza 
OQucHI-GaEsHi—T 

throws w i 
KOUCHI-GAESHI—T 

throws with uki 
UcHi-MaTa-sukasHI— 

twists, and throws w 


the action of 
tight (left) rear 


SONG ICHI 
Sumi-otoshi— drawing out uke’s left foot 


Tori and uke 


SONO GO 
Points to consider on uki-otoshi 
The origin of “kuki-nage” 


The fi 

developed by Maste 
known as sumi-otoshi 
otoshi). The second “uki- 


Keishichi {shi 


with the left foot), takes a slightly right defensive posture, 


and presses down slightly with both hands (photo 1). 
Taking advantage of uke pushing back, tori lessens 
the action of the right hand so that uke begins to step 
is left foot as he pushes forward. At that moment, 

tori releases his right hand from uke's left collar, and 
takes a grip of uke's left inside lower sleeve (photo 2), 


and, responding to the pushing action, he pulls with 
the right hand so that uke’s left foot is drawn out. At 
the moment uke’s left foot is just about to step onto the 
mat, tori changes the direction of the right pulling hand, 
and pushes uke’s left elbow up diagonally, drawing it 
through an are (photo 3), while taking a large step 
with the left foot to the outside of uke's right foot. Pass- 
ing uke's left foot as he does so, tori moves the right 
foot to the rear of his own left foot, and assumes a left 
defensive posture, while further lifting up with the right 
hand, and pulling down with the left band, so that 
uke cannot transfer his weight onto his left foot which 
tises off the m ipporting his body on one leg 
weight falls over his right heel, and, standing rigid and 
upright, his balance breaks towards the right rear cor- 
ner (photo 4). 
Tori tre s his weight onto the left foot, leans his 
upper body forward slightly, while further pushing with 


his right hand, and, pulling directly down with his left 
hand, and in one breath, pushes and throws uke toward 
his right rear corner. 

Uke is thrown in a large circle around the fulcrum 
of his right heel (photo 5, 6). 


KEY POINTS TO THE TECHNIQUE 

Tori positions (tsukuri) uke so that he cannot step his 
left foot onto the mat which is then lifted off the mat, 
and his weight falls over his right heel. It requires a lot 
of work and skill to synchronize the body control (tai- 
sabaki) with the action of both hands. 


APPLICATION 
Sumi-otoshi—gripping uke's left front collar with the 
right hand 


Tori executes the tsukuri and kake using the hands and 
body control in the same way and at the same moment 
as in sono ichi, then pushes and throws uke to the right 
rear corer while still gripping his left front collar (photo 
7,8). 

Compared to sono ichi, this technique produces a 
stronger kuzushi (breaking balance) to the right rear 
comer. However, if tori executes the change of the right 


hand from pulling to pushing with excellent timing, it 
will produce a cleaner and sharper throw. 


SONO Ni 
Sumi-otoshi—from uke’s nage-waza 
1. Sumi-otoshi—from uke’s sasae-tsurikomi-ashi 


Tori and uke grapple in the right natural posture. Uke 


moves back while drawing tori out. At the moment tori 
has stepped his right foot forward, uke supports tori’s 
right leg with his left foot in the sasae-tsurikomi-ashi 
form and begins to break his balance and throw him 
(photo 9). 


Tori perceives uke’s intention and at the moment uke 
supports his body on the right leg with his left foot 
raised off the mat, tori moves his right foot close to his 
own left foot, supports his body on it, and steps his left 
foot to the outside of uke’s right foot, closing the dis- 
tance between them and assumes a left defensive pos- 
ture while pulling and lifting with the right hand (still 
gripping the left front collar). He pulls down with the 
left hand and breaks uke’s balance in the right rear cor- 
ner (photo 10), and pushes him down using the prin- 
ciples described in sono ichi (photo 11, 12). 

in this technique, tori acts first and executes sumi- 
otoshi at the moment uke executes sasae-tsurikomi-ashi 
by supporting his body with his right leg and lifting his 
left leg. It is important to seize this opportunity with- 
out any hesitation. 

Tori can continue and adapt using this technique to 
push and throw him with sumi-otoshi if uke executes 
any technique standing on one Jeg—for example, hiza- 
guruma or sasae-tsurikomi-ashi_ 


2. Sumi-oteshi from uke’s uchi-mata 

Uke drives tori’s right foot as he steps back to execute 
uchi-mata. At the moment uke lifts his right leg up, 
and in time with uke jumping in, tori steps his left foot 


e of uke’s left 


oot, and opens his body 


ile movi 


his own left heel to 


ike. Uke’s right leg will 


outside of his | 


as his balance breaks (pho 


ing the opportu 


th both hands (photo 14, 


Atthis moment, tori canalso 


oS 


push uke down 


eizes the opportu- 
1 at the moment uke loses his 


ut hesi 


hnique, and he reaps uke’s left pivoting foot 
left foot (or left leg), this technique becomes 


If tori maneuvers to uke’s right side (the opposite 


side to sumi-otoshi) to side-step uke’s uchi-mata and 
him, the technique becomes uchi-mata-sukashi. 


Tori can maneuver behind uke, break his balance, 


thro 


and continue and adapt to sumi-otoshi to push and 
him dov 


uke attempts hane-goshi, harai- 
, Seoi-nage, or tsurikomi-goshi 
If uke’s wai 


re break from the momentum 
when & 


ing a technique, tori can execute sumi-oto- 
shi at that moment by pushing him to the rear. 


SONO SAN 
Differences between sumi-otoshi and uki-otoshi 


re these relati im 


ar “kuki-nage” techniques 
using his hands only: 
Sumt-oros#i—Tori lifts and breaks uke's balance towards 
trear comer (right heel), and pushes him down 
towards the right rear corner (right heel) (photo 19) 
Uki-oross1—Tori lifts anc 


ich tori throws uk 


1 breaks uke’s balance towards 


the right front corner (tip of the right foot) and pulls 
him down towards the right front comer (tip of the right 


foot). Tori can also push uke down in this technique 
(photo 20). 

The different directions of the kuzushi and throw 
make it easy to tell these techniques apart. 


SONO YON 

Points to consider on sumi-otoshi 

Specialists in sumi-otoshi 

Sumi-otoshi is not inchided in the forty-two Gokyo no 
Waza techniques established in 1895, but was included 
as number seven in the 1520 revision. Consequently, 
sumi-o 


toshi was officially included in the same class as 
uki-otoshi before that time. Kaichiro Samura, 10th dan, 
says the following about judoka who specialized in 
sumi-otoshi in Judo (published by Kodokan Bunka 
Kat, 1936, November issue): 

“The creator of this technique was probably a cur- 
Tent instructor named Mr, Shuichi Nagaoka. I first 
entered the Kodokan in July, 1898. Naturally, ] was a 
complete novice, not possessing a single grade. At that 
time, Nagaoka was a 4th dan, a powerful and athletic 
man. He was in a diffe 


Tent league, and training with 
him was like trying to hit a boulder. At that time, be 


was known as the master of yoko-sutemi-waza, as well 


as sumi-otoshi, and developed some amazing waza. 

I gradually became proficient in judo and finally 
when | began to grasp things, I discovered uki-waza. 
Mifune, a Current instructor, is a master of sumi-otoshi. 
Another is Mr. Ishiguro; his technique is commonly 
known as kuki-nage: air throw.” 

In Judo Kaiko-roku (published by Reimei Shobo, 
1953), Kyuzo Mifune, 10th dan, writes: 

“There are many new techniques I have developed 
in judo. Sumi-otoshi (known as kuki-nage) is one, while 
there is also o-guruma, kibisu-gaeshi, morote-gari, san- 
kaku-gatame, tama-guruma, and so on. Sumi-otoshi 


8 Sukui-nage 


Tori holds the back of both of uke’s thighs from the 
right (left) side of uke’s back with both hands, breaks 
his balance directly back, scoops him up toward the 
rear, and drops him. Tori can also scoop uke up by hold- 
ing him with the right (left) hand inserted between 
uke’s thighs. Similar techniques are covered below. 


SONO ICHI 
Sukui-nage—scooping uke’s thighs up from behind 


Tori and uke grapple in right natural posture. Tori 
steps back with his right foot, then his left foot, then 
his right foot again, pulls uke forward, breaki 
balance, and comes to a halt. At this moment, tori 
assumes a left defensive posture while pressing uke's 
upper body down with both hands. 

Uke, being pulled, steps forward with his left foot, 
then right foot, then left foot again, holds his ground, 
and, resisting tori’s pulling action, begins to return to 
a stable posture (photo 1). 

At this point, tori lessens the pulling action of both 


and o-guruma were named 1 | 
by Master Kano himself.” 


From its development in 
randori by Nagaoka, 10th 
dan, and Samura, 10th dan, 
the principles for sumi-oto- 
shi were established and 
perfected over time, due to 
research based on original 
principles formulated by 
Mifune, 10th dan. 


hands, so that uke straightens up and begins to step 
back with his left foot. At this moment, tori quickly 
lowers his body while stepping his right foot outside 
uke’s right foot. At the same time, he releases the left 
hand and insers it onto the front of uke’s abdomen 
(photo 2), opens his body to the right by pivoting on 
the right foot, round to uke's rear, and steps his left 
foot inside and behind uke's left heel. He lowers his 
waist and puts his left hand on uke’s left rear thigh 
(photo 3), releases the right hand and puts it on uke's 
right rear thigh, then he holds uke's lower body deep 
with both hands. While raising his upper body, tori 
pulls uke’s body up with both hands and lifts him 
directly toward the rear, breaking his balance. At this 
moment, tori moves his left front thigh tight against 


uke’s right buttock, and loads uke’s buttocks onto his 
left thigh (photo 4.1, 4.2). 

Tori pushes out his waist, and, bending backwards, 
swings uke's body up while scooping up his legs with 
both hands, and, twisting to the left, throws him to the 
rear (photo 5, 6, 7). 


tens both 


Ai the moment he scoops up, he str 


KEY POINTS TO THE TECHNIQUE 


n of sukul-nage, w 


es, bends his upper body back, swings uke’s lower 


up with his front waist, twists tc > left, and 


ar and down. 


I id uke using the principles described in sono 
left f 


ichi, He steps his left foot in behind uke's left heel, and 


at the mome 


iver his bods 


t it touches the heel, he moves t 


inst uke's be 


(in this case tori inserts 


into uke’ ito + ce tO Lt 
into uke’s left armpit, and pushes up), pushes uke to U 


rear, breaking his balance, while dri 


w him (photo 8, 9, 10) 


Throwing by dropping backward is a yoko-sutemi- 
waza principle. Thus, this technique becomes tani-oto- 
shi, as tori remains standing in sukui-nage after executing 
the throw (photo 11, 12). 


APPLICATION 
{. Sukui-nage —at the moment uke executes harai- 
goshi 


In order to execute harai-goshi, uke steps his right foot 
between tori’s feet. At the moment he assumes a right 
han-mi posture (photo 13), tori lowers his waist. While 
he turns and enters behind uke, he leans his upper body 
forward, and holds uke’s left rear thigh with the left hand 
reaching from uke’s front. He puts his right hand onto 
uke's right rear thigh, and holds his lower body with 
both hands (photo 14), then scoops him up, using the 
principles described in sono ichi, and drops him down. 

The best moment to apply this technique is when 
uke moves his right foot and assumes a right han-mi 
posture. {t is important that tori adapts and continues 
to the technique immediately. 


2. Sukui-nage—lifting up both of uke's arms 

Tori seizes an opportunity to hold and contro} both of 
uke's wrists. Uke moves his right foot forward from his 
disadvantageous position, and at the moment uke 
pushes back, tori raises uke’s hands up, and lifting him 
up, immediately breaks his balance (photo 15). 

At that moment, tori quickly steps his right foot to 
uke’s right rear side, and scoops up both legs using the 
principles described in sono ichi (photo 16, 17). 

It is important that tori acts first and controls uke’s 
hands. He must also jump in at the moment after he 
has raised uke’s hands. 


SONO Ni 
Sukui-nage —between uke's thighs from the rear 


Tori and uke grapple in right natural posture. Uke 
changes his right grip to tori’s rear collar, moves his 


right foot forward and takes an extreme right posture 
At the moment he moves closer to tori to execute the 
technique (photo 18), tori lowers the waist while step- 
ping his left foot in behind uke. He inserts his left hand 
between uke’s thighs from the rear, and holds the but- 
tock area, (photo 19.1, 19.2). He draws uke's upper 
body tight against him using both hands, and while 
controlling him, steps the right foot in with momen- 
tum, At the same time, he thrusts the front of his waist 
out, bends back, lifts uke’s body straight up, scoops up 
with the left hand, and pulls down with the right hand 
(photo 20, 21, 22) 

The technique differs with sono ichi, but is included 
here because it incorporates the scoopirg-up action. 

After lifting uke up with the left hand, he pulls his 
body up toward him, and pulls down with the right 
hand in synchronization with this, so that uke’s body 
turns in a large circle in front of him, as he is thrown 
down. 


If uke resists strongly at the moment tori has scooped 
him up, tori can complete the throw by leaning on his 
body as he throws him 


APPLICATION 
1. Sukui-nage—from uke's uchi-mata 


Uke draws tori’s body downward with both hands, and 
at the moment tori raises his upper body, uke jumps 
in and begins to execute uchi-mata (photo 23). 

Just as uke lifts up his right leg, tori lowers his waist 
to defend while inserting his left hand deep between 
uke’s thighs from behind to hold his buttock area. He 
also draws with the right hand, and, contre 
body by moving it tight against his own (photo 24), he 


ig uke's 


scoops up uke’s lower body completely, pulls down 
with the right hand, and throws him in the direction his 
head is pointing (photo 25, 26). 

It is important that tori lowers his waist when uke 
cutes uchi-mata, and he responds by drawing down 
with the right hand, so that he adapts to the technique 


from a stable posture 


In this sukui-nage, tori twists to the right while scoop- 
ing uke up, and shifts uke onto the left hip to throw him 
(photo 27). 


2. Sukui-nage—from uke’s harai-goshi 

At the moment uke begins to sweep tori’s body up with 
harai-goshi, tori lowers his waist to defend while insert- 
ing his left hand between uke’s thighs from the rear to 
hold his buttock area, then he scoops him up com- 
pletely (photo 28, 29). 

It is important to remove uke’s right leg, with which 
he tries to sweep up tori’s right leg, while scooping him 
up completely. 

It is possible to continue and adapt to this technique 
from a nage-waza where uke exposes his back to tori; 
for example, hane-goshi or tsurikomi-goshi. 


3. Sukui-nage —from uke’s osoto-gari 
Uke drives tori’s withdrawing foot back and begins to 
execute osoto-gari. At the moment he executes the tech- 
nique, tori takes a large step back with his right foot 
and defends in a left defensive posture (photo 30) while 
opening his body to the right, and, turning behind uke, 
he inserts his left hand between uke’s thighs from 
behind and holds the buttock area, scooping him up 
(photo 31, 32). 

Tori’s response to osoto-gari is to withdraw his right 


oT 


foot, open his body to the right, and insert his left hand. 
The actions of adapting and continuing must be exe 
cuted in one stroke. 


4, Sukui-nage— dodging uke's uchi-mata 
At the moment uke executes the technique, tori dodges 
by stepping back with his left foot, so that uke's bal- 
ance breaks to the left front comer, and his left leg cuts 
through the air, missing its target. At this moment, tori 
inserts his left hand between uke's thighs from behind 
and scoops him up (photo 33, 34). 

In this situation, uke’s balance breaks with his right 
leg raised in mid-air, tori will often shift uke onto his 
left hip while scooping him up, and throw him down. 


SONO SAN 
Sukui-nage— between uke's thighs from the front 


Tori and uke grapple in right natural posture, tori steps 
back with the right foot and begins to pull uke to the 
front corner to break his balance, and comes to a halt. 
Uke is pulled, steps his left foot forward and, while 
holding his ground, steps his left foot back and begins 
to return to a stable posture (phote 35). 

At the moment uke steps his left foot back, tori low- 
ers his waist while he steps his right foot to the outside 
of uke’s right foot (photo 36), and also steps his left 


foot deep behind uke’s tight 
foot then, assuming a left defen- 
sive posture, } 


e moves close to 
uke’s right side, at the same 
time (photo 37) he inserts his 
right hand deep between uke's 
thighs from the front and holds 
the buttock area (photo 38). He 
pulls down 


scoops uk 


ith the left hand, 
lower body up 
with the right hand, and throws 


aie him to the rear (photo 39, 40). 
There a 


ys of scoop 
ing uke up; tori inserts his hand 


f nd in sono ni, but he inserts it from the front 
in sono san. 


APPLICATION 
1. Sukui-nage—from uke’s osoto-gari 


At the moment uke has exectuted osoto-gari, tori takes 
ig step back with his right foot, assumes a left defen- 
Sivé posture, and defends while he inserts the right hand 

et een uke’s thighs from the front and holds his but- 
tock area (photo 4 |). He then scoops up with the right 
hand ar 1 


and so that uke 


id pulls down with the left h 


falls to the rear (photo 42) 


2. Sukui-nage—from kata-guruma 


At the moment uke bends back to defend when tori 
pulls uke and executes kata-guruma (photo 43), tori 
tums around to face uke, steps the left foot to the out- 
side of uke’s right foot, and shifts his right foot closer 
as well, so that he assumes a left defensive posture 
(photo 44). He then scoops uke’s right leg up with the 
tight hand and drops him toward the rear (photo 45) 

In this situation, tori straightens up with his head 
inserted under uke’s right armpit and lifts uke’s up 
while scooping with the right hand and throwing him 
directly to the rear (photo 46, 47). 
Iftori loads uke up, then throws him to the left side, 


the front or the rear, this technique becomes kata- 
guruma. 

If tori scoops (or loads) uke up onto the right (left) 
shoulder from morote-gari and then throws him in 
front, this technique becomes sukui-nage. 

If tori loads uke up onto the right (left) shoulder, 


bends back, and throws him down, while remaining in 


a standing posture, this technique becomes kata-guruma. 


SONO YON 
Points to consider on sukui-nage 
Sukui-nage and Nage no Kata 


In Judo Koza (published by Hakusuisha, 1955), Kazumi 


Kudo, 9th dan, notes that sukui-nage is a koryu-waza 
which possesses military characteristics. He also com- 
ments on its relevance in Nage no Kata. 

“In koryu jujutsu, there are various names for sukui- 
nage, and they are invariably arranged as kata. In prac- 
tice, nage-waza can be applied to various situations 
effectively. For example, if you cannot escape when an 
opponent holds you tightly from behind, first lean 
your upper body forwards to defend against being lifted 
up and thrown, next twist your waist to the right and 


9 Obi-otoshi 


Tori pulls uke by gripping his front belt with the right 
(left) hand, and, while stepping in to the right (left) side 
of uke’s back, he holds uke’s waist from his front side 
with the left (right) hand, scoops him up, and drops 
him. Similar techniques are included in this section. 


SONO ICHI 
Obi-otoshi— holding uke from under both arms with 
the left arm 


Tori and uke grapple in right natural posture. Tori steps 
back with the right foot and, at the same time, reverse 
grips uke’s front belt with the right hand (inserting the 
four fingers under the front belt with the knuckles fac- 
ing away from him), (photo 1), and firmly draws uke 
(photo 2). He then steps back with the left foot while 
pulling and lifting him up with the left hand. At the 
same time he steps back with the left foot, he shifts the 
right foot in front of the tip of uke’s right foot, thus ensur- 
ing he can quickly step the left foot in to uke's rear. 

Uke is pulled and resists by thrusting with both 
hands, while advancing with the left, then right foot, 
and defends by thrusting his waist out and bending 
back because he is being pulled by the front of his belt 
(photo 3). 


advance the right foot forward and, pivoting on it, 
step the left foot deep behind his right foot. At that 
moment, throw him down to the left rear corner. 

Depending on the situation, you can drap down on 
top of the opponent, and direct the back of his head as 
you throw him.” 

The sukui-nage technique described in sono ichi is 
no longer seen in modern randori Recently, however, 
the techniques described in sono ni and sono san have 
been widely used. 


At this moment, tori draws with the right hand and 
brushes uke’s right hand (gripping tori’s left collar) 
away with the left hand from the inside (photo 4), 
and thrusts it across uke’s front abdomen. Pivoting on 
the right foot, he steps his left foot in behind uke’s 
feet, maneuvers to the right side of uke’s back {photo 
5, 6), puts the left hand on uke’s left rear thigh, and 
holding uke’s lower body diagonally, pulls uke up and 
breaks his balance toward the rear. Uke bends back- 
wards and his weight falls over both heels, as his bal- 
ance breaks. 

At this moment, tori’s left foot is placed near the 
inside of uke's left heel, and his tight foot near the out- 
side of uke’s right heel. He assumes a stable posture 
with both knees bent, the waist lowered, and holds uke's 
upper body in his left armpit with the left arm placed 
diagonally from the right side of uke's chest to his left 
hip, and with the left front hip against uke’s right but- 
tock, and draws uke against his body using both hands 
(photo 7.1, 7.2). 

Tori pushes uke’s buttocks up with his front waist 
swings uke up and scoops his lower body up with the 


left arm, while wvisting his upper body to the left to 
throw uke down. Uke is lifted up, and threwn diago- 
nally toward tori’s rear (photo 8, 9, 10). 


KEY POINTS TO THE TECHNIQUE 

Firstly, tori pulls uke’s front belt, so that 
uke bends back, and breaks his balance 
towards the rear. Therefore, while main- 
taining firmness in the right pulling 
hand, he draws uke tight against him 
and controls his body. O ise, uke 
can step back with the right foot, open 
the distance between them, and, assum- 


ing a stable posture, render tori’s tech- 
nique ineffective. In other words, tori 
should position (tsukuri) uke so that 
he is fixed to the spot, unable to move 
his feet (and lower body), and o 
his upper body can bend back. 
There are two methods of gripping uke’s front belt: 
the reverse grip (photo 1 1), and normal grip (photo 
12), in which the fingers are inserted from above the 
belt. A reverse grip will enhance the 


cacy of tori's 
tsukuri more than a normal grip, because uke will be 
pulled up slightly. However, a normal grip may be used 
effectively in some situations, 

Tori she 


iid use the right hand and pull continu- 
ously. While it may be advantageous to pull very firmly, 
uke will perceive his intention and be able to defend. 
In order to r 


aximise his advantage, tori must firmly 
and q 


xecute the following series of actions: grip 


and draw the front belt, step in behind uke, hold uke's 
body from the side with one arm, and use the front 
waist to swing and pull him up. Tori should twist to the 
left while pulling uke’s body up and drop uke toward 
his rear, 


APPLICATION 

Obi-otoshi—at the moment uke begins to execute 
harai-goshi 

While grappling, uke grips tori's rear collar with the right 
hand and draws him (photo 13), and at the moment 


uke executes harai-goshi by stepping his right foot in 
front of tori’s feet and assumes a right han-mi posture, 
tori changes his right grip to uke's front belt (photo 14), 
at the same time while lowering his waist he steps the 
left foot to the right side of uke’s rear, while inserting his 
left hand across uke’s front abdomen to hold his left 
tear thigh. He draws with both hands, controlling uke's 
upper body (photo 15), and scoops him up and throws 
him using the principles described in sono ichi. 

At the moment uke steps his right foot in to execut 
harai-goshi, tori steps his left foot in behind uke while 
taking hold of his front belt with the right hand. This 
action must be executed with precise timing. 

At the moment tori holds uke's body, he can also 
throw uke towards the rear by leaning on him (photo 
16, 17). 


& 


SONO NI : 
Obi-otoshi—holding uke from above both of his arms 
with the left arm 


Mf uke assumes right posture, tori assumes | 
and grips uke's right side collar from over his right < 
with the left hand, and grips his left middle sleeve wi 
the right hand. While grappling, tori seizes a chance 
grips tori’s front belt with the right hand (photo 18) 
draws it firmly, at the same time, he steps his left foot in 


SONO SAN 


Obi-otoshi— hol 


the left arm 


i responds by dropping 


seizes the chance 


ile 
tside 
the right hand 


the same tim: 


umps in to the r 


Swit 


he inserts 


t abdomen, 2 ily 
we the 
he scoops him up 


The way to use the left hand differs in this technique 


also. Tori inserts his left arm over uke’s left arm to hold 
a 


1 control his upper body 

In modern competition, the following are offences 
according to the thirty-fifth article in the Kodokan Judo 
refereeing rules: 


Rute 3: In a standing match, assuming an unsightly 
posture (for over six sec onds) 


RULE 4: In a standing match, continuing a posture grip 


ping the belt or the flap of the jacket (for over six sec 
onds) 


Thus, there is little opportunity to apply this tech- 
nique nowadays. However, these defensive postures 
were not offences in Meiji-era competitions, and the out- 
come of nage-waza from a mat posture was even rec- 
ognized, At one point this technique was effective as a 
competition technique. 


SONO YON 

Differences between obi-otoshi and sukui-nage, sono 
ichi 

Osi-orosut—Tori grips uke’s front belt with one hand 
and draws him. Using the other hand, he holds uke’s 
rear thigh and scoops him up (photo 24). 
Sukut-NaGE—Tori holds both of uke's sear thighs with 
both hands and scoops him up (photo 25). 

These techniques bear many similarities, and 


10 Morote-gari _ 


although the main difference is the use of the right 
hand, the principle of scooping uke up is the same 

Obi-otoshi is often described as “sukui-nage, grip- 
ping the belt.” In the Koshiki no Kata, there is a tech- 
nique similar to these two techniques, “uchi-kudaki 
(photo 26, at the Kodokan kagami shiki, 1991). 

Tori holds the front of uke's 
abdomen with the left arm in a sim- 
ilar way to the technique, but does 
not grip the front belt with the right 
hand. Instead of remaining in a 
standing posture when he throws 
uke, tori steps back with the right 
foot, drops the right knee to the mat, 
and throws uke over the left knee. 
Uke evades the left knee and exe- 
cutes his ukemi to the rear. 


Tori holds the back of uke’s legs from the outside with 
both hands. At the same time, he pushes uke’s chest 
and abdomen with his right (left) shoulder while reap- 
ing him down towards the rear to throw him. 


SONO ICHI 
Morote-gari —at the moment of grappling 


Tori seizes his opportunity at the moment both sides 
raise their hands to begin grappling (photo 1). At the 
moment they enter the grappling space, tori assumes a 
tight defensive posture while gripping uke’s wrists and 
pushes them up from below, so that he controls uke 
from his first step. Uke responds by pushing back while 
shaking off tori’s hands, and begins to return to a stable 
posture (phote 2). 

At this point, tori raises and releases uke’s hands so 
that uke rises and lurches forwards, losing his stable pos- 


ture so that the inside of his body is vulnerable (photo 
3). 

At this moment tori lowers his waist and body. 
jumps inside uke, steps his right leg between uke’s leg 
and follows with the left foot to assume a right defen- 
sive posture, with the right shoulder against uke's right 
chest. At the same time, he puts both arms around the 
outside of uke’s thighs and reaps the back of uke's thighs 
by sliding his arms down to the back of the knees (photo 
4.1, 4.2) 

Simultaneously, tori pushes uke back with his upper 
body using the force from stepping forward, opens uke's 
legs on each side of tori’s body with both hands, and, 
holding him, executes the reap (photo 5, 6). 


KEY POINTS TO THE TECHNIQUE 
This technique can be executed when uke moves first 
when both sides start to grapple or when their bodies 


- 


5 


come apart. At that moment, tori lessens the action of 


g uke downwards, straightens up, and applies the 


f 
t . This tech- 


echnique at the moment uke's body 


ition 


nique is very effective in comp: 
The essential part is judging how far to step (in one 
step) to enter inside uke a 


g this c 


i catch the opponent off- 


ty requires sharp senses. 


ollowing example c 


orote-gari was a favorite 


with experts 


At the moment b s have entered the grappling 


space, tori claps both hands in front of uke’s eyes (“fool 


ing the cat”), (photo 7), or throws both (or one) I 


ds, 


with the to blind him (“two-handed 


SONO NI 
Morote-gari—holding uke’s waist with both hands 


fon enters morote-gari when he sees an opport 


1g and adapting in response to 


sambo, and its use has spread due to the growth of judo 
as a sport. It will become important in the future to train 
and research new morote-gari techniques. 


APPLICATION 
1, Morote-gari—leaning on uke 


At the moment of grappling, tori seizes an opportunity 
and jumps inside uke. He holds both of uke’s legs with 
both hands, and puts his right shoulder against uke’s 


right chest and abdomen. Uke begins to resist, but tori 
acts first and pushes forward and into him sharply, and 
leans on him to throw him down (photo 14, 15). 

In this situation, tori takes a right defensive posture 
and executes the following actions in one flowing and 
combined movement: holding uke’s legs close with both 
hands, pushing his chest and abdomen with the right 
shoulder, and acting first to push uke towards the rear. 

At this point, tori can also rotate forwards of his own 
volition while pushing uke down (photo 16). 

Tori can also adapt and continue to morote-gari from 
uke's tawara-gaeshi (ma-sutemi-waza) (photo 17, 18). 
It is essential to be cautious when tori rot 
of his own volition, as judges in a co 


and fall 


petition may rt 


ognize it as the outcome of uke’s tawara-gaeshi instead. 


5 


2. Morote-gari—from seioi-nage styles of waza 
(1) Morote-gari— turning from ippon-seoi-nage 


Tori sees an opportunity 


1-seoi-nage 


(photo 19), but uke respond is waist and 


without hesitating, tori releases bow 
ing, turns round to face uke in a right d 
He pushes uke's right 


shoulder, while throw 


(2) Morote-gari—tori feints s¢ 


right side, tori sees an opportunity 


and while continuing to grip uke’s left collar with the 
right hand, releases the left pulling hand and feints seoi- 
na 


ge (photo 22). Rotating once on the front of uke’s 
body, tori turns round (photo 23), and while assuming 
a left defensive posture 


ith his left shoulder against 
uke’s left chest and abdomen, he throws him with 
morote-gari (photo 24, 25), 

Similarly, tori releases the right hand, continues to 
pull with the left hand, opens the distance between 
them, feints ippon-sevi-nage (photo 26, 27, 28), and 
executes the throw by turning once. 


In these situations, the goal of the technique from 


the outset is to adapt and continue to morote-gar 
to throw using ippon-seoi-nage or seoi-nage. 


i, not 


3. Morote-gari—from tomoe-nage 
Tori seizes an oppony 

Tori se izes an Opportunity and executes lomoe-nage 
Uke defends by lowering his waist while stepping the 
«oh C. . c os i . 
right foot to the outside of tori’s left foot, and pulls tori’s 
upper body up with both hands {photo 29 


29). 
At tha 


moment, tori raises his body 
a ‘ 

uke’s legs from below with both 
while 


, and, holding 
hands, stands up 

pushes with his right shou 
right chest and abdomen, 
30, 31) 


Ider against uke’s 
and executes the reap (photo 


This technique is executed while 


standing up from 
a Mat posture. 


the outcome of this technique is not 


recognized in the current refereeing rules, but it was 
often used in Meiji-era competitions with great results. 


SONO SAN 

Morote-gari—halding uke’s right leg with both hands 
At the moment of grappling, tori sees an opportunity 
and 

ing right defensive posture, holds and lifts uke’s right 
leg with both hands (photo 32), while pushing forward 
with his right shoulder against uke’s right chest and 


abdomen, and rotates of his own volition to throw uke 
(photo 33, 34, 35) 


jumps inside uke, He lowers his waist, and, assum- 


Tori holds one of uke’s legs (the lower half of the 
body), therefore he must pull up in a large movement, 
and use the forward momentum from his own body 
rotating in order to throw uke. 

This technique is not a true morote-gari, but the 


u Kuchiki-taoshi 


Tori takes hold of uke’s leg from the inside (or the out- 


side) with one hand and pulls it up in one stroke, and at 
the same time, he pushes uke backwards. 


SONO ICHI 
Kuchiki-taoshi—taking hold of uke’s right leg from 
the inside 


Tori and uke grapple in right natural posture, Tori steps 
back with his right foot, then left foot, then right foot 
again, drawing uke out with his left foot, then his right 
foot, then his left foot again. Tori takes a left defensive 
posture, presses uke down with both hands, and comes 
toa halt. Similarly, uke takes a left defensive posture, 
and responds by holding his ground. 


At this moment, tori lessens the pulling action of 


both hands, and pushes slightly with the right hand, 
so that uke steps his left foot back while straightening 


Kodokan Waza Research Institute recognizes it as a 
similar technique. 

If tori throws uke by pulling one of his legs up with 
one hand (instead of both), and pushes to throw him, 
then it becomes kuchiki-taoshi 


up, and begins to return to a stable posture (photo 1). 

At the moment uke begins to step back with the left 
foot, tori steps his right foot closer to the left foot (photo 
2), and, changing step, supports his body with the right 
leg. He steps his left foot to the outside of uke’s right leg 
while lowering his waist (photo 3), and inserts his right 
hand around the inside of uke's right leg to hold the 
back of the knee (photo 4.1, 4.2). Tori pulls uke's right 
leg up, and at the same time pulls straight down with 
the left hand and pushes uke down toward his rear. 

Lke's weight falls over his left heel, his balance 
breaks toward the rear, and he falls onto his back (photo 
5, 6). 


KEY POINTS TO THE TECHNIQUE 

In this technique, tori throws uke by taking hold of his 
right leg from the inside with the right hand. Uke is 
pulled, and holds his ground by advancing his left foot, 


to step backw ard { 
ckw and rie: " 
Sertes of actions at the moment uke raises his right foot 


Las uickly tey ! ig 
1 Y steps his and begins to step back 


Yori then pushes further into 


uke’s bo hile i i i | 
body, while throwing him on the Spot in a large 
ade movement 
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3 on him 


The following techniques are similar to kuchiki- 
taoshi, but classified as different techniques: 

If tori holds uke’s right leg from the inside with the 
right hand and lifts it, while stepping his left leg deep 
behind uke's legs, and dropping his own body down to 
throw him, then this technique is tani-otoshi (photo 7, 
8). 

In another similar technique, if tori takes hold of 
uke’s right leg and lifts it with the right hand, while 
hooking uke’s left supporting leg with the left leg, then 
this technique is kosoto-gake. 


APPLICATION 

1. Kuchiki-taoshi— continuing from one’s own tech- 
nique 

(1) Kuchiki-taoshi—from ippon-seoi-nage 


‘Tori executes ippon-seoi-nage, and at the moment uke 
defends by bending back (photo 9), tori rotates to the 
right, and turns around while stepping his left foot on 
the right side of uke's body to assume a left defensive 
Posture, and pulls uke’s right leg upwards from the 
inside with the right hand, and pulls downwards with 
the left hand to throw him {photo 10, 11). 

‘Yori begins to throw with ippon-seoi-nage, but uke 
responds by lowering the waist and bending backward 
Atthe moment the technique is unsuccessful, tori rotates 


to uke’s rear and continues to perform kuchiki-taoshi. 
Therefore, if there is no power from ippon-seoi-nage at 
the beginning, the technique will not be effective. 


(2) kuchiki-taoshi—feinting ippon-seoi-nage 

fori feints ippon-seoi-nage, steps the right foot to the 
tip of uke's right foot and, pivoting on it, rotates round 
to the left, and lowers his waist while stepping the left 
foot deep outside uke's right foot. He pulls uke up with 
the right hand holding the inside of uke's right leg, pulls 
down with the left hand, and pushes uke down (photo 
12, 13, 14). 

Tori feints ippon-seoi-nage, making it necessary for 
uke to rotate once, so without bringing himself tight 
against uke, tori pulls lightly with his left hand, and 
rotates in the available space. 


(3) Kuchiki-taoshi— from kata-guruma 
Tori tries to load uke up with kata-guruma, but uke 
defends by bending back (photo 15); at that moment 


tori, changing direction, turns around and, lowering his 


waist, steps his left foot on the outside of uke's right 
foot (photo 16), and pushes him backwards. 

In kata-guruma, tori already holds uke's right thigh 
with his right hand, therefore it is easy to continue to 
execute kuchiki-taoshi. Tori should adapt as quickly as 


possible when uke bends back. 


2. Kuchiki-taoshi—adapting and continuing 
from the opponent's technique 

\| Kuchiki-taoshi— from uke's osoto-gari 

At the moment uke executes osoto-gari, tori 

defends by stepping the right foot back, and, while 


sive posture, holds uke's right 


assuming left de 
leg from the inside and pulls it up with the right 
hand. At the same time, he pulls straight down 
with the left hand (photo 17, 18). 

Tori perceives uke's intention and responds 


by taking a large step back with the right leg while 
importantly maneuvering with body control to 
push and throw uke backwards. 

Tori can execute this from techniques where 
uke exposes his back to tori, for example, harai- 
goshi or tsurikomi-goshi. 


SONO Ni 
Kuchiki-taoshi— taking hold of uke’s right leg from 
the outside 


Both sides grapple in right natural posture. At the 


moment uke steps his left leg back, tori, lowering his 
waist, steps his right foot deep between uke's legs, and 
follows with the left foot, thereby closing the distance 
between them (photo 19). Tori holds the back of uke’s 
right knee ff 


1 the outside of the right leg with the 
left hand and lifts it, and pu 


hes uke’s upper body 


with the f 


wt hand, so that u 


ke’s weight falls over his 
20) 


with the left hand, 


left heel and 


balance br 


aks (photc 


At that moment, tori pulls uf 


pushes with the right ha 


ushes uke back and 


down (photo 21 


*, tori holds uke’s leg with the right 


mt . 
from the outside 


ich is different to that of 


re inside 


that uke is thrown on 


sbined action of} ' 
bined action of both hands (the 


and pulls uke’s right inside leg up, while the left 


que, tori’s left hand 


uke's right leg 


up from the outside, and the right hand pushes toward 
the rear. Therefore, uke is able to defend by stepping 
his left foot back to support his body while moving 
back. Thus, tori must act first by pushing in sharply 

In this technique, at the moment before taking hold 
of uke’s right leg from the outside, tori changes his grip 
from uke’s left collar to his right inside collar (four fin 
gers on the inside), (photo 23), and while pulling 
down, pushes so that uke’s weight falls over his right 


heel and his balance breaks to the rear corner. Then, 
using the principles of sono ichi, tori pushes him down 
on the spot in one stroke (photo 24). 


APPLICATION 

1. Kuchiki-taoshi— continuing from tori’s own tech- 
nique 

(1) Kuchiki-taoshi— from ouchi-gari 


Both sides grapple in right natural posture. Tori executes 
osoto-gari with the right foot, but uke steps his right 


foot back to support his body, thereby opening the 


distance between them, and raises the left leg, which 
has tried to reap tori (photo 25) 

At this moment, tori steps the right foot in and onw 
the mat, he raises uke's left leg 


1olding it from the out- 


side with his right hand, pushes down with the left hand 


and pushes uke down into the left rear corner. In short. 


tori reaps using osoto-gari, pushes, and then firmly 
pushes in (photo 26). 

The following technique is kouchi-gari, though it 
bears similarities to kuchiki-taoshi. In a similar way to 
kuchiki-taoshi, tori takes hold of and raises uke’s left 
leg with the right hand, while reaping uke’s right leg 
from the inside with his right foot {photo 27). 


(2) Kuchiki-taoshi—from kauchi-gari 
lori executes kouchi-gari, and uke responds by lifting the 
targeted leg out of the way (photo 28). 

Atthis moment, tori takes hold of uke’s raised right 


leg from the outside and Lifts it with his left hand, while 
pushing him down with the right hand (photo 29). 

Tori executes this technique by changing from 
kouchi-gari, and pushing in sharply. 

The following technique is osoto-gari, though it bears 
similarities to kuchiki-taoshi 

In a similar way to kuchiki-taoshi, tori holds and 
eft hand, while he reaps 


lifts uke’s right leg with the 
uke’s left leg from the inside with his right leg (photo 
30) J 

Another similar technique is kosoto-gake. Tori 
holds and lifts uke’s right leg with the left I d, while 


63 


(3) Kuchiki-taoshi—from ippon-seoi-nage 
Tori executes ippon-se 


by ber 


tori tums 2 


ge, but uke responds 
. At that moment 


around the « 


) throws him di 
right hand is u 
ique. Tori’s ri cannot pull uke's 
igh remains 


2. Kuchiki-taoshi—adapting and continuing from the 
opponent's hiza-guruma 
his weight on the right leg to execute 


ering his 


SONO SAN 


Differences between kuchiki-taoshi sono ichi and 
sukui-nage sono san 


KucCHIKI-TAOSHI (soNO Ich) 


rom the inside 


Tori takes hold of uke's 
- with one hand and pu 


Is it up, while 
m down 


a 


Kuchiki-taosh 


SuKUI-NAGE (sONO sAN)—Tori inserts a hand deep 
between uke's legs from the front, holds his thigh, and 
scoops his lower body up to throw him (photo 37) 

Tori holds a different area with one hand in these 
two techniques, though this is not the criterion for 
separating the techniques. 

In kuchiki-taoshi, tori throws by pushing uke down, 
while uke supports his body by standing on one leg 
with the other leg pulled up. 

In sukui-nage, tori throws uke by scooping both of 
his legs high up. 

In short, the technique can be classified by the action 
of tori’s hands to execute the throw. Generally, tori takes 
hold of uke’s leg with one hand, and pushes uke down 
(kuchiki-taoshi), but if tori inserts a hand deep between 
uke’s thighs, he will usually scoop him up (sukui-nage) 


SONO YON 
Points to consider on kuchiki-taoshi 

oryu jujutsu technique’s kuchiki-taoshi 
Kuchiki-taoshi is a nage-waza from koryu jujutsu. [t was 
named thus because of the similarity to a large, dead 
tree falling over from its base. A tec hnique named 
kuchiki-taoshi is mentioned in the publication Tenjin 
Shinyo-ryu Judo Gokui Zukai. 


12 Kibisu-gaeshi 


Tori lowers his body and takes hold of uke’s heel from 
the inside (or outside) with one hand, and quickly reaps 
his foot. Similar techniques are covered in this section 


NO ICHI ; 
EB aigesii—teking hold of uke’s right heel from 


the inside with the right hand 


Tori and uke grapple in right natural posture. Tori 
steps forward with his left foot, then right foot, then 
left foot again, and begins to push uke backward and 
break his balance. Uke, being pushed, steps back with 
his right foot, then left foot, then right foot again. He 
assumes left defensive posture to hold his ground, 
pushes tori back, and begins to return to a stable pos- 
ture (photo 1), At this moment, tori lessens the push- 
ing action of both hands, and pulls with the left hand, 
so that uke, pushing back, begins to step the right foot 
forward. At this moment, tori lowers his body while 
stepping back with the left foot, then the right foot, 
and drops the right knee to the mat. Tori then hooks 
uke’s right inside heel with the right hand. At this point 
tons left foot is positioned outside of uke’s right foot, 
and tori’s body is slightly open to the right 

(photo 2.1, 2.2). At the moment uke trans- 

fers his weight onto his right foot, tori pulls 

the right hand towards himself, and reaps 

the ankle while pulling straight down with 

the left hand, so that uke is thrown on the 

spot (photo 3, 4). 


KEY POINTS TO THE TECHNIQUE 

Itis not essential that tori’s knee is dropped 
to the mat. However, it is vital he lowers his 
body close to the base of uke’s right leg, so 
that he can hook his right heel. At the 
instant uke steps his right foot onto the mat 


and transfers his weight onto it, tori must take hold of 
that ankle and reap h his right hand, and simul- 
taneously pull straight down with the left hand, so 
that uke is thrown cleanly and quickly 
is bad, uke can support his boc ly 
lift his right foot to avoid tori’s reap. Also, it » 
be possible to reap uke’s right foot if he has stepped it 
firmly onto the mat and transferred his ight onto it 
Tori should not pull upward in i th 
ight band, but pull toward himself, so that uke's 
legs are opened wide and he therefore 
in the rear. Tt 


rot defend 
principle of this tect 
to kouchi-gari, ex that here tori uses 


instead of the foot to reap uke’s foot. 


APPLICATION 

1. Kibisu-gaeshi—continuing from tori‘s own tech- 
nique 

(1) Kibisu-gaeshi—feinting ippon-seoi-nage 


Tori feints ippon-seoi-nag e foot to 
the outside tip of it, and, pivoting on i 


(photo 5) rotates his body once to the left, (photo ¢ 


and steps the left foot to the outside of uke’s right foot. 
He lowers his body close to uke’s right foot, and takes 
hold of his right heel from the inside with th vand, 
and reaps it (photo 7). This technique is aimed from 
the beginning toward executing kibisu-gaeshi, not ippon- 
seoi-nage. Therefore, when tori moves to load uke onto 
his back, he should open the distance between them in 
order to be able to rotate and execute the technique 


ue. 


(2) Kibisu-gaeshi—when uke dodges tori’s ippon-seoi- 
nage towards the front 


Tori executes ippon-seoj-nace an ( 
Tori executes ippon Seol-nage and loads uke up (photo 


is raised in a large motion, but he 
Ping his right foot out and fc 
this moment, tori takes hold of uke’s 
e inside with his right hand and 
; > 10). Tori must execute ippon-s 
with power in order to make this techni 


8). Uke's body 
Tespo 


nds by ste 
(photo 9). At 
right heel fro 
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orward 
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n ue effective, 
es to defend by stepping his right foot 
at this instant his b: 
tori must quic kly 


When uke m 
forward, ar 


alance breaks forward, 
execute the technique. Tori can con- 
Unue from seoi-nage to kibisu-gaeshi in a similar y 

1a si way, 


(3) Kibisu-gaeshi—from kata-guruma 


At the moment tori begins to load 


guruma (photo 11) uke defends 


At this moment, tori, changing direction, turns and steps 
his left foot to the outside of uke’s right foot, lowers 
his body, and takes hold of uke’s right heel from the 


inside with his right hand and reaps it (photo 12) 
Tori holds uk 


ight leg already with his right arm in 
kata-guruma; it is therefore easy to continue from this 
technique. Tori must act at the moment uke leans his 
back to defend. If tori throws uke at this point, but 
continues to hold his leg with the right hand, then the 
technique becomes kuchiki-taoshi. 


(4) Kibisu-gaeshi—from deashi-harai 

Tori begins to sweep the right foot that uke has stepped 
forward with, but uke dodges tari’s sweep by lifting 
iis right leg (photo 13). At this moment, tori takes hold 
of uke’s right heel from the inside with the right hand, 
and in one stroke Scoops it up and reaps it (photo 14) 
In this situation, uke can defend by lifting his right 


oot therefore tori must push into him quickly. 


(5) Kibisu-gaeshi—from tomoe nage 
Tori executes tomoe-nage, but uke defends by lower 


US Waist and stepping in with his tight foot (photo 15) 


At this moment tori, wi 


hile raising his body, steps the 
righ 


Wt foot back and plants the knee onto the mat (the 
eft knee is raised). He t 


akes hold of uke’s right heel 


from the inside with the right hand and reaps it (photo 


16, 17). Tori applies this technique in a situa- 
tion where he is kneeling at uke’s feet when 
defending against an attack or when executing 
atechnique. The outcome of these types of tech- 
niques were recognized in competition during 
the Meiji era (1868-1912) and Taisho era 
(1912-26), but throwing uke from a lying 
posture is not recognized in the current judg- 
ing rules. 


2. Kibisu-gaeshi—continuing from the 
opponent's technique 
Kibisu-gaeshi—from o-guruma 
At the moment uke executes o-guruma, tori 
defends by stepping his right foot back, open- 
ing his body to the right with his waist lowered. 
He takes hold of uke’s right heel from the inside 
with the right hand (photo 18), and, while 
scooping it up, he steps the left foot behind uke 
and pushes him down (photo 19). Uke executes 
o-guruma with his leg on tori’s lower abdomen, 
therefore tori can take hold of uke’s heel eas- 
ily, but it is difficult to scoop it up because the 
leg is already placed high. Tori should therefore 
execute the throw by pushing uke. 


SONO NI 
Kibisu-gaeshi—taking hold of uke’s right 
heel from the outside with the left hand 


Tori and uke grapple in right natural posture. 
Tori steps back with the right foot, then the left 
foot, then the right foot again, and pulls uke so 
that he steps with his left foot, then his right 
foot, then his left foot again. Tori assumes a left 
defensive posture and presses uke down with 
both hands, Uke also assumes a left defensive 
posture and holds his ground (photo 20). At 
this point, tori lessens the pulling action of both 
hands and pushes slightly with the right hand 
so that uke straightens up and, while stepping 
back with his left foot, begins to return to a 


stable posture. At this moment, tori changes his right 
grip to uke’s right inside collar, and pulls uke with both 
hands (photo 21). He lowers his body while stepping 
the right foot between uke's feet, and, assuming a right 
defensive posture, hooks his left hand around uke’s right 
outside heel (photo 22). At the moment uke begins to 
step back with his right foot, tori pulls the left hand 
towards himself, reaps that ankle, and at the same time 
Pushes uke down with his right hand (photo 23, 24). 
Tori changes the right grip to prevent uke from lift- 
ing his right leg and also to enhance the effect of his 
strength in pushing uke to his right rear corner. Tori 
must take hi fuke's heel with precise timing at the 
instant before uke steps back with foot. If uke 
has already responded by lifting his right foot, tori 
should pi ard quickly. The principle of this tech- 
nique is identical to kouchi-gari, except that tori sweeps 
with the hand instead of the foot to reap uke's foot. 


APPLICATION 
1. Kibisu-gaeshi—from one's own technique 
(1) Kibisu-gaeshi—from kouchi-gari 


Tori executes kouchi-gari, but uke Tesponds by sup- 
porting his body on his left foot and lifts his right foot 
(photo 25) moment, tori takes hold of uke’s 


it heel from the or with the left hand, ops 


it up, and pushes into uke (photo 26, 


Tori should 
take the initiative and act quickly, because uke begins 
to respond in a stable posture by stepping back with 
his left foot, thereby Opening the distance between 


them, and lifting his right foot. 


(2) Kibisu-gaeshi—from ouchi-gari 


Tori executes ouchi-gari bins, 
Tori executes ouchi-gari, but uke defends by stepping 


back with his right foot and supporting his weight, and 


raising the left fo (photo 28). At that moment, tori 
takes hold of uke’s left heel from the out 
right hand (photo 29) and scoops it uy 


into him (photo 30). Tori should 


side with the 
» while pushing 
Push in quickly, so 
that uke falls immediately. 


3) Kibisu-gaeshi—from seoi-nage 

Tori executes seioi-nage and loads uke up, lifting his 
body in a large motion (photo 31 ), but uke responds 
by stepping his right foot out and forward, At this 
moment, tori takes hold of uke's right ankle from the 
front with his left hand and reaps it (photo 32, 33), 
When uke responds by stepping his right foot forward, 
his balance breaks over the tip of his right foot. At that 
instant, tori should press down on uke's right ankle 
from the front with the left hand and simultaneously 
lift up with the right arm and throw him down 


(4) Kibisu-gaeshi—from uchi-mata 

Tori executes uchi-mata and springs uke’s body up, but 
uke leans to the right front comer, managing to defend. 
At this moment (photo 34), tori takes hold of uke’s 
right ankle from the front with the left hand and reaps 
it (photo 35, 36). The action of continuing to execute 
uchi-mata should be smooth and continuous. 


Z. Kibisu-gaeshi—continuing from the opponent's 
technique 

Kibisu-gaeshi—from hiza-guruma 

At the moment uke executes hiza-guruma, tori steps the 

right foot between uke's feet and takes hold of uke’s right 

heel from the outside with his lefi hand (photo 37), and 

while, scooping it up, pushes him down (photo 38). Tori 

Pushes uke’s left shoulder with the right hand and at the 

same time he scoops up with the left hand and pushes 

into uke, 


SONO SAN 
Kibisu-gaeshi ~ taking hold of uke's right heel with 
both hands (goshin-jutsu mae-geri technique) 


Uke approaches tori and raises his right leg to kick tori’s 
groin. Tori dodges the kick by stepping back with his 
right foot and opens his body to his right. Assuming a left 
Posture, he takes hold of uke’s right ankle from below 
with the left hand and puts the right hand on the sole of 


the same foot (photo 39). He scoops it up with both 


and pushes uke onto his back (photo 


40, 41) 
If tori scoops up using both hands with 
perfect timing, uke will fall sharply, face up 
onto the back of his head. [n the kata, how- 
ever, tori should push uke down only. 
This is a kata technique, but there are 


‘o use it in randori. In general, 


opportunit 


kibisu-gaeshi is recognized as a technique 


in which tori takes hold of the heel with one 
is consid 


hand. Using two hands, howev 


ered a technique only similar to kibisu-gaeshi. 


SONO YON ; : 
Differences between kibisu-gaeshi and kuchiki-taoshi 


Kistsu-GaEsHi—Tori takes hold of uke's heel and, while 
scooping it up, instantly throws him down. 
Kucuiki-raosni—Tori takes hold of uke’s leg and, while 
lifting it up, pushes him down more or less instantly. 
Essentially, the area of uke’s leg which tori hol 
Tepresents i ice between thes 
niques. It is the heel in kibisu-gaeshi, but the leg in 
kuchiki-taoshi. Thus, the area tori holds determines how 


we classify the technique. Furthermore, uke is usually 
thrown immediately in kibisu-gaeshi, but if tori takes 
hold of uke’s heel and pushes before throwing him, 
then the technique is regarded as ku 
eree will have to decide 
is executed immedia 


iiki-taoshi. A ref- 
t is unclear whether the throw 
y or not. 


13 Kouchi-gaeshi 


Tori breaks uke’s balance by dodging his kouchi-gari, 
and instantly throws him by twisting toward the left 
or right 


SONO ICHI 


Kouchi-gaeshi—tori dodges uke's kouchi-gari and 
counterthrows him toward the left 


Tori and uke assume 


nt natural posture. Uke steps 
forward with his left foot, then right foot, then left 
foot again v 


hile pushing tori backward, and comes to 
a halt in left defensive posture 


Tori is pu 
and steps back with his right foot, 
then his right foot again, holds hi 


k F ear tae 
back, and begins to retum to his origin. 


d back 
then his left foot, 


ound 


|, pushes uke 


sture (photo 
1). Atthis moment, uke lessens the pushing action of 
both hands and pulls with the left hand, so that tori 

ard with the 
cutes kouchi-garj at the moment 


the mat (photo 2). At that 


begins to step f 


t foot, and uke exe- 


it is about to step on 


voment, tori quickly sup- 


SONO GO 
Points to consider on kibisu-gaeshi 
Kibisu-gaeshi developed by Kyuzo Mifune, 8th dan 


In the December 1934 issue of Kodokan Judo, Mr. Daido 
Matsuoka describes this technique, and the background 
of randori-waza, at the time it was developed: 

“Presently, there is no technique of this name in the 
judo world. What kind of technique can it be? No one 
can imagine, and so it should be. This is because it is 
the very recent result of research carried out by Mifune, 
8th Dan. 

Though kibisu-gaeshi has been fully developed by 
Mifune, 8th dan, its value yet is unknown and further 
research is necessary. Nevertheless, we should praise 
the research and work on its development.” 


ports his body on the left leg and, while maintaining 
his stability, lifts the right foot up to dodge uke’s reap 
Uke’s right reaping foot misses its target and cuts through 
the air to the left, and his body weight rests towards 
the inside of the left pivoting leg, so that he leans to 
the right as his balance breaks (photo 3). 

Tori seizes this moment to step back with his right 
taised foot (photo 4), then his left foot, thereby opening 
the distance between them. He opens his body to the 
left while pushing up with the right hand and pulling 
down diagonally with the left hand, and twists and 
throws uke to his right, Uke is thrown sharply in a rotat- 
ing movement because of his own momentum from los- 
ing his balance after tori dodges his reap, together with 
the twisting action of tori’s hands (photo 5, 6) 


KEY POINTS TO THE’ ECHNIQUE 
{tis difficult to continue and adapt from kouchi-gari 


once uke’s right foot touches tori’s right heel, as his pos 


ture has become unstable. Therefore, tori must perceive 


when uke is about to execute kouchi-gari and support- 
ing his body on his left leg, raising the right foot to 
dodge the reap. At this moment, tori maneuvers his 
body in the direction in which uke’s balance breaks 
(with the momentum of his right foot) and twists and 
throws uke. These actions must be executed swiftly and 
in one stroke. 

In some cases, tori maneuvers, twists, and throws 
uke in the following manner: 

At the moment uke executes kouchi-gari, tori uses 
the momentum of uke’s right foot to twist him down 
with both hands while remaining standing on the left 
leg with the right foot raised off the mat (photo 7, 8). 
Tori’s posture is unstable while standing on one leg in 
this situation, but he is able to execute an effective throw 
by adapting and twisting, which is added to uke’s own 
turning movement when he misses his target. ; 

Tori can also lift his right foot back, assume a left 
posture, and twist uke down to the left using both hands 
(photo 9). 

If uke’s posture is completely unstable, tori does 
not need to execute the throw by stepping back with 
his left foot and opening his body to the left, as in sono 
ichi. 


The following techniques bear similarities with ko- 
uchi-gaeshi, but are classified differently. At he moment 
tori dodges uke’s right kouchi-gari, if tori supports uke's 
left kn 


with the right raised leg and throws him, then 


this technique is hiza-guruma (ashi-waza) (photo 10, 
11) 

{n a similar fashion, when tori dodges uke's kouchi- 
gari, if tori steps back with the right foot to support his 
body, and, changing step, sweeps uke’s right reaping 
foot in the direction of its movement with the left foot, 
then this technique is deashi-harai (photo 12 


13). 


\ 


SONO Ni 
Kouchi-gaeshi—evading uke’s 
kouchi-gari, and counterthrowing to the right 
| 


Tori and uke grapple in right natural posture, Uke 


advances forward while pushing tori and begins to 


break his balance. Tori steps back in response to uke 
pushing. Tori steps back with his left foot, and at the 
moment he steps back with his right foot, uke begins 
to execute kouchi-gari. At that instant, tori quickly 
steps his left foot back, ther 


between them, and while 


¥ Opening the distance 


laintaining his balance on 


this leg, lifts his right foot lightly to evade uke’s kouchi 
gari. Uke reaps with his right foot and, missing his tar- 
get, he immediately begins to push tori backward from 
that posture to throw him down (photo 14). At this 
Moment, tori steps the right foot (raised for defense) 
back, thereby opening the distance between them. He 
lowers his waist and uses both hands to pull uke for 
ward and break hig balance (photo 15). He pulls diag- 


onally downwards with the right hand, and pushes up 
wi 


h the left hand, while opening his body to the right 
thereby changing the direction he faces, and throws 
uke forward over the tip of his own left foot. Uke falls 


(photo 16, 17 

Jn some situat 
using both hand 
(photo 19, 20, 21 
the left, and twist uke dowr 


leans forward and h 


wist and throw uke. 
(sukasu) in sono ichi 
in the original Japanes 


ciples between the two t 


14 Uchi-mata-sukashi 


Tori dodges uke’s uchi-mata and immediately throv 


him in the direction towards which his bal ace breaks 


by twisting with both hands. Similar techniques are 
covered in this section 


SONO ICHI 


Uchi-mata-sukashi—tori maneuvers to the right side 
to dodge uke's uchi-mata 


Tori and uke assume right natural posture. Uke steps 


back with the right foot, then the 
\ 


ft foot, and pulls 
ori forwards, coming to a halt while pressing tori’s 
upper body down slightly with both hands Tori steps 
forward with his left foot as he is pulled forward, steps 


forward with his right foot and stops, then straightens 
u 1) 


up and begins to feturn to a stable posture (photo 1) 
Atthis moment, uke lessens the pulling action of 
both hands, 


be; 


and tori reacts by straightening up and 


ins to step back with the right foot. At the instant 


ki-stoch 
UKI-Otosh 


Tori steps in with hi 


his waist, uses th 


the elbow with his left hand 


Uke is thrown forward in a large sphere around the 
fulcrum of his left foot (photo 5, 6) 


KEY POINTS TO THE TECHNIQUE 
If tori’s left leg is drawn up to dodge uke’s | 


eg, his pos- 
ture will be 


executes a different 
will not be able to 
wn. It is essential to develop a 

sharp mind, one that is able to judge and respond cor- 
Tectly at the instant uke executes uchi-r 
This time, tori should Tespond by 
ickly and twist ng his hips slightly, 
his body, to dodge the rig 
The moment after dodg 
forward with 
ture and, witl 


If 


waza, for example Osoto-gari, torj 


defend and will be thro, 


oving his Jeft leg 


nstead of moving 

{tacking leg. 

ging with his left leg, tori steps 

his right foot into 4 right defens 

‘out interruy 

right attacking leg, twists 
In thi 


ive pos- 
ng the momentum of uke’s 
and throws him down. 

situation, tori steps back w 
maneuvers his body and, w} 
Steps in with his left foot, takes 
uke down. Tori can use this 
to maintai 
leg, or if th 


h his left leg 
dodging the tec hnique, 

Posture, and throws 
al the moment uke Manages 
his posture after tori has withdrawn hi 
distance between them is s] 
(photo 7). 1 uke’s lege 
al 


lett 
¥ too wide 
t's thigh, it is 


nters inside to 
too late to dodge it. 


In a technique generally known 
mata,” uke swings } 


: “kenken uchi- 
a slow movement, 
D such a situati 
haneuvering his body (pI 
The next Situation is r 


lis right leg in 
which is difficult to dodge. | ON, tori can 
Tespond by Olo 8). 


10t part of uchi-mata-sy 


kashi 


If tori dodges uke’s uchi- 
mata, and immediately steps 
his left leg forward across the 
front of uke’s left foot and 
throws him by pulling him 
down with both hands, then 
this technique is tai-otoshi 
(photo 9). 


SONO Ni 
Uchi-mata-sukashi— 
between tori’s thighs 


Uke assumes a right defen- 
sive posture and pulls tori’s 
upper body downwards. Cori opens both feet as he is 


Pulled, responds in a defensive posture by straightening 
up, and be: 


gins to return to a stable posture (photo 10) 
Uke | 


€ssens the pulling action of both hands, and at 
the moment tori str 


balance d 


i fi sake hi 
aightens up, he lifts and breaks his 
irectly forward with both hands while swing 
ing his leg | 


Petween tori’s thighs to execute uchi-mata 
(photo } Bs 


Atthis moment, tori straightens up and, maintaining 
his stability, steps in slightly with his right foot, supports 


his body on this foot, and raises his left thigh high to 
dodge uke’s righ 


oncoming leg, which, missing its target 


| 
| 
| 
| 


| 


turns through the air with a ot ines that causes him 
to fall abruptly (photo 12, 13, 14, 15). Bs 
The key to tori’s body control is to step m slig vs 
with the right leg and close the distance at ee ose 
after uke swings his right leg in. He Seren ras 
slightly to the left while raising his left thig a 83 
time with uke’s oncoming leg todod ge it. aan . 

dodge uke’s right leg if it comes from directly in ; 
and he will be thrown. OPiS os 
The next situation is not part of uchi-mata sulci ~ 

Ai the moment uke executes uchi-mata, tori se 
his left foot in deep behind uke's left foot and steps his 


right foot back behind his own left foot. Thus, dodging 
uc si-mata from uke's rear, uke’s right leg swings with the 
momentum so his balance breaks and his weight falls 
outside the fulcrum of his left foot (photo 16, 17). At 
this instant, tori pushes him down with both hands 
towards the tip of his left foot (photo 18, 19). 

This dodging technique is achieved by opening the 
body towards the right and controlling the body around 
and behind uke’s back. Tori dodges uchi-mata in sono 
ichi by opening the body towards the right, and in sono 
ni he dodges uke’s attack between his thighs. In short 
the body conwol is executed in different directio he 
technique of dodging from uke's rear is called sumi-oto- 
shi (verified by the Kodokan Waza Research Institute 


t 
on March 1988). 


15 Yama-arashi | i ge 


i grips uke's right collar and right sleeve (or left collar 

leeve, but always on the same side) using both 

and pulls him. He lifts uke to his right 

(left) front comer, breaking his balance, and sweeps up 

uke's right (left) leg with his right (left) leg to throw him 
down. Similar techniques are covered in this section. 


SONO ICHI 
Yama-arashi—with the right arm on uke’s right chest area 


d uke grapple in right natural posture. Tori 


advances, pushing uke backwards, and comes to a halt 
i is pushed and steps 
ands his ground with his tight foot 
d back. He pushes back and begins to return to 
al posture (photo 1). 
oment, tori lessens the pushing movement 
ids, changes his right grip to uke's right 
b inside), and, at the same 
is left foot and steps his right 
han-mi pos- 
th his body 
ne moment uke starts to step f vard 
rds, Uke 
ight foot 
egins to 
lessens thi vards with 
s so that uke tens up. At that moment, 
ret backward (from a righ han-mi pos- 


right foot fol 


2 left foot le 
hile pu 
time with h 


us OWN move- 


8 action of both hands 


SONO SAN ; 
Differences between uchi-mata-sukashi and uki-otoshi 


In uchi-mata-sukashi, tori dodges his opponent's uchi- 
mata, and throws him towards the direction in which 
his balance breaks. In wki-otoshi, tori lifts his Opponent 
to the front corner, breaks his balance, and throws him 
by pulling and twisting. 

The differences with uki-otoshi touched on in ko. 
uchi-gaeshi are relevant here also. 

Prior to a formal name being given, uchi-mata- 
sukashi was known as an uki-otoshi technique. The 
new name helps to clarify the order of the technique, 
where tori adapts and continues to execute Uki-otoshi 
after dodging an opponent's uchi-mata. 


again, and at the moment uke straightens up, tori 
changes the action of both hands to lifting and pulling 
uke forward so that uke’s weight falls over the tip of 
his right foot, and he rises to the right front corner as 
his balance breaks (photo 4). 

At this moment, tori steps in with his right foot to 
the tip of uke’s right foot and opens his body towards 
the left while turning and stepping his left foot back- 
wards in front of uke’s left foot. Then, tori lifts and raises 
him upwards with the exterior of his right arm on the 
Tight side of uke’s chest, and pulls upwards with the left 
hand to further lift uke to the right front corner and 
break his balance (photo 5). 

Supporting his body on the left ieg, tori puts his right 


leg over the front of uke’s left leg, in the harai-goshi 


form, and wraps the tip of his right foot around uke's 
right ankle. 

At this point, the right side of tori’s back should be 
tight against the right side of uke’s torso (photo 6.1, 6.2} 

Tori lifts upwards with the right hand again, and 
combination with the pulling movement of the left 
hand, sweeps upwards with the right leg and th 
uke straight forwards by pulling upwards with both 
hands (photo 7.1, 7.2, 8, 9). 


KEY POINTS TO THE TECI INIQUE 
Tori grips uke’s right front collar with the thumb insi 
and the four fingers outside (litle finger above) (photo 
10). 

He can also grip with the thumb outside and the fous 
fingers inside (photo 1 1) 

While stepping backward and pulling uke’s upper 
body downwards, tori lessens, pauses, and intensifies 
the pulling action, 


At the moment uke straightens up about hall-way 


f 


KECUTING YAMA 


be gripping uke’s collar and sleeve on the right side, 
and he can then position (tsukuri) and execute (kake) 
the throw using the principles explained in sono ichi, 


SONO NI 

Yama-arashi—with the right elbow inserted under 
uke’s right armpit 

Similar to sono ni, tori grips uke’s right collar with the 
thumb (or four fingers) inside and, positioning for 
the throw (tsukuri), jumps and enters inside uke’s chest 
and inserts his right elbow under uke's right armpit, 
similar to seoi-nage, and loads him up onto his back 
(photo 13). Tori then places his right leg over uke’s 
tight leg to sweep and throw him down using the prin- 
ciples explained in sono ichi (photo 14, 15). 

The use of the right arm in this technique is differ- 
ent from that in sono ichi: it is actually a combination 
of seoi-nage and harai-goshi. Therefore, tori executes 
the simultaneous actions of those techniques by load- 
ing uke’s body up onto his back with both hands and 
pulling him up (seoi-nage), and at the same time he 
sweeps up with the right leg (harai-goshi) and throws 
uke down. The sweeping action explained in sono ichi 
can be executed without wrapping the tip of the right 
foot around uke's ankle. 

The concept of this technique differs slightly from 
Yama-arashi, but it is still categorized in this section 
following a decision by the Kodokan Waza Research 
Institute (verified on May 13, 1991). 

In the following technique, which is not classified 
under yama-arashi, tori lifts and pulls uke up with his 
right arm against the right side of uke’s chest, and when 
he steps in with his right foot to the tip of uke’s right 
foot, he lifts with both hands to throw uke down. This 
technique is tai-otoshi (photo 16). 

Tori lifts and pulls uke with his right arm inserted 
under uke’s right armpit, similar to sono ni, enters by 
stepping his right foot deep next to uke's right foot, and 
loads uke up onto his back and throws him down. 
This technique is seoi-nage (photo 17). 


SONO SAN 
Points to consider on yama-arashi 
The yama-arashi of Shiro Saigo, 6th dan 


Yama-arashi is recorded in Sekiguchi-ryu (the old style 
of jujutsu) as yama-otoshi. Shiro Saigo became famous 
throughout the judo world for perfecting this technique 
for randori-waza. It was said that there was no yama- 
arashi before Saigo, and neither was there after him. 

In Tokyo Police Academy Competitions between 
Kodokan Judo and other jujitsu styles, Shiro Saigo's 
yama-arashi has shone through and helped contribute 
to the development of Kodokan Judo. 


Shiro Saigo, 6th dan 


1 O-goshi 


Tori breaks uke’s balance straight forward or towards 
the right (or left) front comer, he holds uke on the back 
of his waist with his right (left) arm inserted through 
uke’s left (right) armpit, then pulls him up and throws 
him down. Similar techniques are covered in this sec- 


tion. 


SONO ICHI 
0-goshi—holding the back of uke's waist 


Tori and uke grapple in right natural posture. While 
stepping back with his right foot, then left foot, tori 
begins to pull uke forward to break his balance. At this 
moment, tori assumes right defensive posture and 
presses uke’s upper body downwards with both hands. 
Uke is pulled and steps forward with his left foot, then 
right foot, and holds his ground. He resists being pulled, 
straightens up, and begins to step back 1 his right 
foot to return to his original stable posture (photo 1). 
At this moment, tori steps his right foot inside uke’s 
right foot and assumes a right han-mi posture while 
lessening the pulling action of both hands. He pushes 


slightly so that uke straightens up and begins to step 
back with his right foot. At the moment his right foot 
passes behind his left foot, tori changes the action of 
both hands to lift and pull uke forward and up while 
stepping his right foot inside the tip of uke’s right foot 
Consequently, uke cannot balance his weight on his 
right foot and he rises onto his tiptoes in an unstable 
left posture, his balance breaking (photo 2), 

At this moment, bending both knees and lowering 
his hips, tori pivots on his right foot, opens his body 
to the left, and steps his left foot back and round inside 
uke’s left foot. At the same time, he releases his right 
grip from uke’s left collar, inserts his right hand through 
uke’s left armpit with his right shoulder lowered, and 
puts his arm completely around the back of uke's waist 
(up to the side of his right hip) to hold him. Tori pulls 
with the left hand to load uke’s upper body onto the 
back of tori’s waist (photo 3, 4.1, 4.2). 

Tori throws uke by straightening both knees, rais- 
ing his hips, and pulling him up, so that uke is thrown 
in a large circle over tori's waist and falls in front of 
him (photo 5, 6, 7). 


KEY POINTS TO THE TECHNIQUE 

Atthe moment uke's right foot passes the back of his 
left foot, tori changes the action of both hands to rais- 
ing uke forward and upwards, which causes uke’s bal- 
ance to break forward as he cannot support his weight 
on his right foot after stepping it back. Understanding 
and getting the timing correct for the positioning for 
the throw, or tsukuri, is very important. 

When uke moves his right foot back, tori should 
step in with his right foot, driving uke’s foot back. Tori 
tums and faces the other way by moving his left foot 
and maneuvering his body, and pulls uke’s body tight 
against him with the right arm holding the back of his 
waist. 

Atthis moment, tori lowers his hips and holds the 
back of uke’s waist deeply with his right arm over the 
back of uke's belt. Then, he straightens both knees and, 
pulling uke’s body up, throws him down. 

In the following technique, which is not classified 
under o-goshi, tori grips uke’s belt on the back of his 
waist with the right hand and, lifting him up, loads uke 
onto the back of his waist and throws him down. This 
iechnique is tsuri-goshi. 

Tori catches hold of uke’s back from over his right 


shoulder (or right arm) and, lifting him up, loads him 
onto the back of his waist and throws him. This tech- 
nique is tsurikomi-goshi (photo 8, 5). 


SONO NI 
O-goshi—from defensive posture 


Tori and uke grapple in right defensive posture {photo 
10), tori steps backward and pulls uke out. At the 
moment uke has stepped his left foot forward, tori breaks 
his balance by lifting him to the right front corner while 
inserting his right arm deep around the back of uke’s 
waist and holding him. Tori lowers his hips and steps 
his right foot inside uke’s right foot (photo 11), steps his 
left foot back in a large circle, and loads uke onto the 
back of his waist, so that the back of his waist and his 
back are tight against the area from uke’s abdomen to 
chest. Tori throws uke by straightening both knees, rais- 
ing his hips, and pulling uke up (photo 12). 

The action of holding uke’s waist by inserting one 
arm deep through his armpit makes o-goshi a difficult 
technique. 

It is an effective technique when both sides grapple in 
defensive posture, as tori’s arm will be inserted through 


uke's armpit from the start, so he can hold and press uke 


against him easily. 


APPLICATION : ' 
1. 0-goshi from a posture with the right arm inserted 
through uke’s left armpit 


In right posture, tori holds uke’s back with his right 
arm inserted deep through uke’s left armpit and grips 
the end of uke’s right sleeve with his left hand. Ina left 
posture, uke grips the back of tori’s collar with the left 
hand and the end of tori’s left sleeve with the right 
hand. Both sides pull with both hands and they grap- 
ple in defensive posture (photo 13.1, 13.2). 

When he sees an opportunity, tori breaks uke’s bal 
ance forward with both hands while stepping his right 
foot deep in front of uke’s right foot and his left foot 
back and round. He pulls with both hands so that uke's 
body is tight against his, loads him onto his waist, and 
throws him (photo 14). 


This technique has been seen a lot in recent years 
when two sides grapple in the four-arms form. It is a 
superb opportunity to execute o-goshi, as the right arm 
is already inserted under uke's left armpit. 

In this case, tori can put his right arm onto uke's back 
or hold the back. Both techniques are executed with 
the arm inserted under uke's armpit and therefore relate 
to o-goshi. 


2. 0-goshi—from uke's uchi-mata 

At the moment uke executes the uchi-mata throw, tori 
shifts his weight to the left foot and raises his tight foot 
to dodge the technique. At the same time, he responds 
by holding the back of uke’s waist from behind with 
the left hand (photo 15.1, 15.2). 

When uke realizes his attempt at uchi-mata has 
failed, he attempts to return to his original stable pos- 
ture by stepping back with his right foot. At the moment 
he has withdrawn it, tori pushes the back of uke’s waist 


with his left hand and breaks his balance forward, He 
steps in front of uke with his right foot (in time with 
uke’s withdrawing right foot) and pulls with both 
hands, loads uke onto his waist, and throws him (pl 
16, 17, 18). 

This technique was regarded as utsuri-goshj by some, 
but following a study by Kodokan Waza Research Insti 
tute it was categorized as an 0-goshi tech nique (verified 
on February 3, 1988). 

As an example of utsuri-goshi, if uke executes uchi- 
mata, tori lifts him up, shifts him onto the hip, 
throws him. 

It is possible to adapt and continue to execute o- 
goshi from any technique where uke exposes his back 
to tori. For example, tobi-goshi, harai-goshi, tsurikomi- 
goshi, etc. 


1Oto. 


and 


SONO SAN 

Points to consider on o-goshi 
Tenjin Shinyo-ryu Jujutsu's o-goshi 
O-goshi is recorded in the instruc- 
tion manual for Tenjin Shinyo- 
ryu (of which Master Kano was a 
student) as “koshi-nage,” and in 
the Shikatsu Jizai Sekkotsu Ryoho 
Jujutsu Seirisho as “iri-koshi-tori.” 


Master Kano and o-goshi 
The following is an anecdote from 
Master Kano concerning 0-goshi. 
Master Kano was sent to Eu- 
rope by the Imperial household, 
and sailed from Yokohama on 
September 13, 1889, and after 
observing the education situation, 
returned from abroad on January 
6, 1891. The following event, 
which occurred during his jour- 


ney, is touched upon in the explanation of o-goshi in 
Judo Kyohon {published by Sanseido, 1931), and is 
included here in full: 

“It was sometime in January, 1890, and | was cross- 
ing the Indian sea, returning from Europe to Japan. It 
was a peaceful journey but somehow | ended up having 
to fight a very large Russian man. He wrapped his arms 
around my back and twisted energetically to throw me 
down, but I dodged this and, seeing a gap, I threw him 


2 Uki-goshi 


completely round using the o-goshi I’ve explained 
here. Consequently, he was bound to hit the deck head- 
first, so | supported his neck with my hand so that he 
fell feet-first. The onlookers praised me, as I had not 
only thrown a giant of a man but they saw the margin 
there was to protect him too. My opponent stood up 
and, with an astonished expression, asked for a hand- 
shake and we parted on good terms. And that is the 
story of how I threw a Russian on board a ship.” 


Tori breaks uke’s balance forwards, inserts his right 
(left) arm through uke’s left (right) armpit, holds the 
pack of uke’s waist, loads him onto his waist, and throws 
him by twisting him around the fulcrum of the back 
of the right (left) hip. 


SONO ICHI ae : 
Uki-goshi—driving uke’s right leg back 


Tori and uke grapple in right natural posture. Tori steps 


back with the right foot, then left foot while pulling uke, 
stops, and begins to break his balance. Uke is pulled and 
steps forward with his left foot, then right foot, and 
holds his ground. He steps back with his right foot and 
begins to return to his original stable posture (photo 1). 

At this moment, tori lessens the pulling action of 
both hands as uke begins to step his right foot back. 
At that instant, tori steps his right foot inside of uke's 
right foot in right posture, and at the moment uke is 
about to plant his right foot on the mat, tori raises uke's 


> so that it opens towards the outside, and 
pulls and lifts with the right hand Uke cannot shift his 
weight onto the right foot, and his balance breaks for- 

he rises onto the tips of both feet (photo 2) 
At this moment, tori lowers his right shoulder and, 
bending his body, in: his right arm through uke’s 
left armpit, along the back of his belt, and holds the 
back of his waist while opening the body toward the 
left by pivoting on the right foot S ft foot 
back and r e other direction 
And at the same time, tori holds uke’s body with the 
ht hand and pulls with the left hand so the front of 
s hip touches the back of tori’s right hip (photo 

, 3.3). 

Tori pulls the back of uke’s waist further with the 
ans forward (photo 4), and throws him 
ng towards the left. Uke is thrown in a large 
circle around the fulcrum of the back of tori’s right hip 


(photos 5, 6, 7). 


KEY POINTS TO THE TECHNIQUE 
irstly, tori assumes a stable right posture by stepping 
ight foot inside uke's right foot in time with uke 
stepping back with his right foot, breaks uke’s bal- 
ance forward by lifting him up v 
Tori lowers his right shoulder and, bending his body, 


both hands. 


inserts his right arm deep through uke’s left armpi 
He holds the back of his waist while opening the body 
towards the left, and steps his } ot back and round. 

At this point, tori’s right foot is inside uke’s right foot, 
and his left foot is positioned outside of uke’s left foot 
His right leg is n ly straight, and the left leg is 
slightly bent. Bending his body, tori's right arm is 
inserted deep enough to hold the side of uke’s right 
hip, and he pulls him, so that the front of uke’s bod 
is tight against the right side of tori's body from 
armpit to ist. ; 

Takeshi Sakuraba, 8th dan, wrote the following 
about “bending the body”: 


“Bending the body from the waist is important jn 
bringing an opponent tight against you, so here are 
some hints. 

Master Kano, explaining uki-goshi, once said it’s good 
to push the opponent's upper body back when entering 
uki-goshi, because if you push him back, he will react 
by moving forwards. lf the opponent's upper body js 
leaning forward, it's difficult to bring him tight against 
you, so you've got to bend you body slightly.” (Ui 
goshi practice, Kodokan Bunkakai, July 1927 issue) 

Tori leans forward, lifts uke’s body up, and at the 
moment he loads uke’s body onto the back of his right 
hip, he twists to the left and throws uke abruptly and 
powerfully around the fulcrum of his right hip. 

If tori pulls uke’s body up and throws him at this 
point, itis an o-goshi technique. 


SONO NI 
Various Uki-goshi 
1. Uki-goshi—of Nage no Kata technique 


Tori and uke approach one another at a distance of 
about 1.8 meters. Uke steps his left foot forward while 
raising his right fist at head height (photo 8), steps for- 
ward with his right foot, and throws a punch directly at 
tori’s head. 

Tori takes this opportunity and enters (iri-mi) with 
his left foot, then right foot, He dodges uke’s punch 
from behind and at the same time lowers the left 
shoulder, bending his body slightly. He inserts his left 
arm through uke’s right armpit and puts it along the 
back of his belt. He pulls uke tight against him, break- 
ing his balance forward and takes hold of the left outer 
middle sleeve with the right hand, throwing uke in 
one breath by twisting his body to the right (photo 9) 

The principle of this kata is that tori dodges a punch 


from uke and throws him at the moment uke’s balance 
breaks forward. 


2. Uki-goshi—of Kime no Kata technique (suri-age) 
fori and uke approach one another at about one step 
apart. Uke steps forward slightly with his right foot, 
straightens the fingers of his right hand, and with a Kiai 
shout, begins to attack tori’s forehead. Tori, bending 
his body, rolls his left forearm inwards to parry uke’s 
right elbow from underneath. At the same time, he 
hits uke’s stomach with the right fist (palm facing up), 
with a kiai shout (photo 10). Immediately, tori steps 
in with his left foot, then right foot, and 
throws uke with uki-goshi (photo 11). 

The principle of the kime no kata is that 
tori dodges uke’s strike to his forehead, strikes 
a vital point and throws him with uki-goshi. 


3. Uki-goshi—of Ju no Kata technique 
(katate-dori, obi-tori, ryogan-tsuki) 

KaTaTE-DORI 

Uke grips tori’s wrist. 

Osi-TORI 

Uke begins to take hold of the front of tori’s 
belt with both hands crossed. 

RYOGAN-TSUKI 

Uke attacks tori’s eyes with the tips of his fin- 
gels. 

Tori dodges each of these attacks, skill- 
fully moves into position, and throws with 
uki-goshi. If, however, tori raises uke’s legs up 
high when he throws him in the kata, it will 
be an o-goshi kata (see the book Ju no Kata 
fora detailed explanation). 
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Differences between uki-goshi and o-goshi 
Different postures when holding uke's body 
Uk-cosHi 

Tori holds and supports uke, bending with 


the back of his right hip on the front of uke’s hip 
(lower abdomen). Thus, tori’s right foot is positioned 
inside uke’s right foot and his left foot is outside uke’s 
left foot. In right han-mi, he is in dose contact with uke’s 
body, with the right leg straight and the left knee 
slightly bent (photo 12). 

Q-cosu 

The back of tori’s waist touches the front of uke’s waist 
Both feet are positioned inside uke’s feet with the 


bended knees, and his back touches uke’s chest area 


(photo 13). 


Difference in thrawing concepts 

UKI-GOsHI : : 
Tori throws uke by twisting him around the fulcrum of 
the back of his right hip. 


O-cosm 
Tori throws uke by straightening both knees and pulling 
him up. 


The kata for these two techniques are very similar, 
while the concepts are completely different. Therefore, 
it is important to observe the differences in order to 
tell the techniques apart. Usually in randori, the tech- 
niques are o- _ not uki-goshi. 


3 Harai-goshi 


SONO YON 
Points to consider on uki-goshi 
Master Kano and uki-goshi 
Uki-goshi was Master Kano’s special technique. tn Judo, 
Sono Honshitsu to Hohe by Kenshichi Ishiguro, 8th dan, 
there is a part about master Kano’s unusual and abrupt 
uki-goshi: 

“The diary of Mitsuyo Maeda, 7th dan, who die 
abroad in Brazil in 1941, refers to Master K 


goshi: 


cd 
YS uki- 


a 


When I remember the feeling of being thrown by 
master Kano, I am overcome. Especially his uki-goshi, 
this technique was a superhuman feat. When you felt 
his hip touch you, it was just like the point of a needle 
and you were already thrown by then.” 


Tori breaks uke’s balance straight forwards, or to his right 
(left) front corner, pulls him onto the back of his right 
(left) hip, and sweeps him up with the r 


(left) leg. 
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Harai-goshi—at the moment uke has stepped his 
right foot forward 


Both sides grapple in right natural posture. Tori pushes 
uke backward and starts to break his balance. Uke is 
pushed and steps back with his right foot; at this 
moment, tori steps his right foot between uke's feet and 
stops while pressing uke’s upper body down. Uke steps 
forward with his right foot, pushing tori back, and 
begins to return to his original stable posture (photo i}. 

At this moment, tori responds to that action and 
lowers his body by bending his knees slightly, while 
supporting his weight with the right leg and opening 
his body to the left. He steps his left foot back and 
round, close to his own right heel (slightly outside the 
front of uke’s left foot), to assume right han-mi. At the 
same time, tori | 
both hands, he 


essens the pressing down action of 
lifts and pulls with the right hand, 
pulls upwards and outwards with the left hand, and 
lifts uke to the right front corn 


1er to break his balance 
(photo 2). 


At the moment uke has stepped forward with his 
right foot to protect his stability, tori pivots on the tip 
of his left foot to face the Opposite direction, and pulls 
with both hands so that the right side of his body (from 
the chest to the back of the right hip) is tight against 
the left side of uke’s body (from the chest to the front 
of the left hip). Tori lifts and breaks uke’s b; 


: alance 
again to the right front commer (photo Si). 


Tori, maintaining a firm posture, supports his weight 
on the left leg and lightly lifts the right leg up straight 
(maintaining firmness in the toes) (photo 4), and 
swings it down firmly in a large motion to sweep the 
front of uke's right leg up with the back of his right 
thigh, and right hip swinging up from under uke's 
knee (photo 5.1, 5.2). At the same time, tori raight- 
ens the jeft knee and twists his body to the left to com- 
plete the throw. The lower half of uke’s body 
up, and he is thrown in a large circle before 
on the mat (photo 6, 7, 8). 


is swept 


KEY POINTS TO THE TECHNIQUE 

The first key point in this technique is to draw out uke's 
tight foot, and break his balance sufficiently in the 
right front corner. 

Tori pulls uke’s chest tight against his back in the 
same way as uki-goshi. Therefore, tori will be more sta- 
ble if he supports his weight with his left foot stepped 
back slightly outside the front of uke’s left foot, and he 
will be able to sweep uke’s body forward more effec 
tively. On the other hand, if he enters the front of uke's 
body too deeply (supporting his weight with his left 
foot inside uke’s left foot) not only will uke push him 
over because his balance is breaking toward the out- 
side of his left foot but his right leg will cut through 
empty space when he sweeps up too. 

Therefore, tori sweeps up firmly and sharply ina 
large motion with his right leg and the back of his right 
hip, while twisting his body to the left to throw uke. 


The following describes the various actions of tori’s 
right hand 


Tori grapples uke with his right hand pressing uke's 
left hand down. At the moment uke starts to push up 


with his left hand, tori lessens the pressing action and 
pulls it up, then holds uke’s left arm under his right 
armpit, brings uke’s body tight against him, and sweeps 
up. In this technique, tori obtains good control of uke’s 
upper body with his right armpit tight against uke's left 
armpit (photo 9} 

There are many variations of grappling in randori 
but recently in national competitions we have seen a 
tise of harai-goshi where tori lifts uke up by gripping his 
belt (on the front, side, or back); much like in Sambo 
judo (photo 10). 

In this case, if tori does not sweep up with the right 


foot, but k 
ver th 
Tori 


uke’s neck 
neck thus 


harai-makik 
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Harai-goshi—mawari-komi (turn and enter) 
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backwards, starts to break his balance. Uke 
is pushed and steps back with his right 
foot, then left foot, and, while holding his 
ground, steps forward with his left foot, 
pushing back, and begins to return to his 
original stable posture (photo 13). At this 
moment, tori Jessens the pushing action of 
the right hand and pulls instead, so that uke 
moves his left foot forward. At the moment 
uke's left foot steps on the mat, tori steps 
back with his right foot, and, changing step, 
steps in with his left foot outside the tip of 
uke’s left foot (tori’s left foot should point 
in the same direction as uke's left foot). At 
the same time, he lifts up with the right 
hand, pulls upwards with the left hand so 
that uke cannot transfer his weight onto 
the left foot, and rises up, his balance break- 
ing forward (photo 14.1, 14.2). 

Tori, maintaining a firm posture, opens 
his body to the left by pivoting on the tip 
of the left foot in a large circle and again 
breaks uke’s balance forward, he pulls uke’s 
body tight against him using the same prin- 
Giles as in sono ichi, and throws uke by 
swinging his leg forward and sweeping up 
(photo 15, 16, 17). 18 

The key points in this technique are 
making uke step his left foot forward and at the same 
time siep in front of uke’s left foot, while lifting him 
with both hands and breaking his balance forwards. 
This positioning, or tai-sabaki, momentarily gives uke 
the impression that tori is executing the left side of the 
technique. 


toni turns in a large circle to the left, creating 
m, breaks uke’s balance even more, and 
sweeps him up. This series of actions must be executed 
firmly and quickly. 


mom 


The entering in for the throw (mawari-komi) is sim- 
ilar to that of o-guruma, but differs with the position 
and action of the sweeping right leg. 


SONO SAN 
Harai-goshi—of Nage no Kata technique 


Tori and uke approach one another at a distance of 
about 0.6 meters. Uke steps forward with his left foot 
and begins to grapple tori in right natural posture. Tori 
uses this opportunity to take one step back from the 
left foot in the tsugi-ashi form while grappling uke in 
right natural posture, and pulls uke, breaking his balance 
forward. Protecting his balance, uke takes a step for- 
ward from the right foot in the tsugi-ashi form. Once 
again, tori takes a step back from the left foot in the 
tsugi-ashi form, and inserts his right arm through uke’s 


a 


Jef armpit and, onto the left side of his back, pulls uke 
d begins to break his balance. Protecting his balance 
an responding to the pulling action again, uke takes a 
mt forward with the right foot in the tsugi-ashi form 
8). 
ms a his left foot back diagonally right of uke’s 
right foot and turns, he pulls uke with both hands so 
that uke steps his right foot forward slightly, breaks 
his balance towards the right front corner, and brings 
his right hip tight against uke’s abdomen (photo 19;1, 
19,2). Tori sweeps uke’s right leg up with his right leg 
inaswinging up motion. 

Harai-goshi as a technique was devised from uki- 
goshi. Therefore, the basis is from uki-goshi. It is exe- 
cuted with tori’s right arm inserted through uke’s left 
armpit. The tsukuri is achieved when tori brings uke’s 
body tight against him by drawing him with the palm 
of his right hand placed on uke's shoulder blade. Tori 
does not enter in deep like in uki-goshi, but touches the 
back of his right hip against uke’s abdomen. 

The action of sweeping up with the right leg is much 


4Tsurikomi-goshi 


like sliding it up from under uke’s right knee, and at 
the same time tori wists to the left to throw him down 

With some of these techniques, it is more effective 
to learn and understand the principles fully 


before try: 
ing them out on the mat. 


SONO YON 
Points to consider on harai-goshi 
Master Kano’s work on harai-goshi 


Master Kano wrote the following about the study of 
harai-goshi in the Jude Kyohon: ‘ 

“This technique was first used at the Kodokan, but 
it has the following history. | remember Mr Shiro 
Saigo, who could quickly devise an appropriate method 
to escape whatever technique was performed on him. 
[ was good at uki-goshi and at the time he couldn't 
escape my uki-goshi, but when I executed uki-goshi 
from behind, he escaped by jumping forwards. So, | 
swept the leg he escaped with and used this along 
with the throw of harai-goshi. 


ori breaks uke’s balance straight forward, or to his 
right (left) front corner, lifts and pulls him onto the 
ack of his waist, and throws him. 
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Tsurikomi-goshi—driving uke's right leg back 

ori and uke grapple in right natural posture. Tori 
steps back with the right foot, then left foot, pulling 
uke, then stops and presses him downwards slightly. 
Ike is pulled and steps forwards with his left foot, 
then right foot, and holds his ground. Because he 
is leaning forward, he steps back with his right foot 


and begins to rewrn to his original stable posture 
(photo 1). 

At this moment, tori lessens the pulling action of 
both hands, and when he pu 
hand, uke straightens up 
with his righ 
behind his left 
tip of uke’s right foot, and changes the action 
left hand to pulling upwards, while | 
with the right hand so that uke ca: 
weight onto the right foot, thus rising ont 
both feet, his balance brea 


ginning to step back 
pot. At the instant his right foot 


foot, tori steps his right foot i 


{ transfer 
o the tips of 


Tori lowers his body and opens it to the right by 
pivoting on the tip of the right foot, and steps his left 
foot back inside uke’s left foot, so that with his back 
turned towards uke, he pulls uke’s body onto the back 
of his waist with both hands. At this point, tori lifts 
and pulls uke with his right elbow on uke’s left armpit 
(left side of the chest). He pulls with the left hand and 
brings uke’s chest and stomach tight against the right 
side of his back. Tori bends both knees, lowers his 
waist, and puts the back of his waist against the front 
of uke’s abdomen (photo 3.1, 3.2). 

Tori straightens both knees and again lifts and 
pulls uke with both hands, pulling his body up and 
twisting to the left to throw him. 

Uke is thrown in a large circle over tori’s waist and 
lands in front of him (photo 4, 5, 6). 


KEY POINTS TO THE TECHNIQUE 
At the instant uke’s right foot passes behind his left 
foot, tori lifts him forward with both hands and 
breaks his balance. Tori must seize that moment with- 
out delay. If uke successfully transfers his weight onto 
that foot, tori cannot break his balance forwards for 
the tsukuri. 

Tori lowers his waist to enter inside uke's chest. He 
lifts and pulls upwards with the outside of the right 
upper arm (on the side of the little finger) on uke’s left 


armpit and Jeft chest area, while he pulls towards the 
right side of his own chest with his left hand, so that 
uke is tight against the back of his waist and the right 
side of his back, and his body is on the back of tori’s 
waist. Similar to yoko-guruma, tori’s butiocks do not 
stick out from uke's side, but his body is parallel to 
uke’s and tight against it (photo ‘ae 

Tori straightens both knees, and raises uke by scoop- 
ing him up by his abdomen with the back of his waist, 
then throws him by twisting his body to the left. 
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Tsurikomi-goshi—gripping uke’s back 

Tori pulls uke by holding the top of uke’s left shoulder 
or left upper arm with his right hand. Leaning for- 
ward, uke defends in defensive posture and, while 
straightening up, begins to return to a stable posture 
(photo 8). 

At this moment, tori lessens the pulling action of 
the right hand and uke begins to straighten up. Com- 
bined with this movement, tori steps in to uke’s chest 
with his right foot, then left foot, He pulls uke tight 
against his waist, and straightens the knees to lift uke 
up, throwing him down by twisting to the left (photo 
9, 10, 11), 


this technique is best executed when uke is in a 


defensive posture or when tori causes uke to stoop 
forward by gripping his back and pulling. 

At the moment uke has started to straighten up 
(because tori lessens the pulling action) tori steps in 
and brings uke tight against the back of his waist and 
the right side of his back, straightens both knees, and 
throws him by scooping him up with the waist. 

This technique will not prove effective if the oppo- 
nents bodies separate. 
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Tsurikomi-goshi—gripping uke's left front collar with 
both hands 


Tori grapples uke while gripping his left front collar 
with both hands, and steps forward with his left foot, 
pushing uke backwards (photo 12.1, 12.2). 

Uke is pushed, and at the moment he steps back 
with his right foot, tori steps in with the right foot, 
driving uke’s right foot back. He lifts and pulls uke 
upwards with both hands and turns his body to the 
left, stepping his left foot back, and brings uke’s front 
tight against his back and onto his waist (photo 13). 

Tori lifts and pulls uke forward and upwards again 
with both hands, and pulls uke’s body up and throws 
him down by twisting to the left (photo 14, 15). 

Tori applies this technique with both hands grip- 


ping the same side (left) of uke's collar because he 
cannot grip the left pulling hand. If the pulling action 
of the left hand is insufficient, tori will not be able to 
throw uke down. Therefore, it is important that tori 
inserts the waist deep onto uke's body and pulls uke 
upwards with both hands. 

Similar to koshi-guruma, tori can at this point insert 
his waist with the buttocks sticking out from uke’s right 
side, push uke’s lower body up with the left hand, and 
throw him around his body (photo 16). 

Tori can also release his left grip and, reaching back. 
hold the side of uke’s left hip (photo 17) and throw 
uke by rotating himself and uke round together (photo 
18, 19). : 

This technique can be seen a lot in recent competi- 
tions, but it is a competition technique devised for times 
when tori cannot take hold of the left pulling hand. 


SONO YON 
Tsurikomi-goshi—of Nage no Kata technique 


Tori and uke approach one another at a distance of 
about 0.6 meters. Uke steps forward with his right foot 


and begins to grapple tori in right natural posture. Tori 
3 : i 7 - f 
uses this opportunity and takes hold of the back of 


uke's collar with the right hand and takes a step back 
with the left foot in the tsugi-ashi form, and, while 
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grappling uke in right natural posture, pulling him, he 
begins to break his balance towards his right side. Pro- 
is balance and responding to the pulling action, 
step forward with the right foot in the tsugi- 
ashi form (photo 20). 


Once again, tori takes a step with the left foot in 

the tsugi-ashi form and begins to break his balance 
straight forward. Protecting his balance and respond- 
ing to the pulling action again, uke takes a step for- 
ward with the right foot in the tsugi-ashi form. 
Tori steps back slightly with his left foot, pulls uke 
forward to break his balance, and moves his tight foot 
in front and inside uke's advancing foot, and uses the 
right hand to lift and pull uke. Uke Tesponds by advanc- 
ing his left foot to assume natural posture and, bend- 
ing back slightly, begins to protect his stability. 

At this moment, tori Jifts and pulls uke forward 
while turning and stepping his left foot inside the 
front of uke’s left foot. He lowers his waist and puts 
the back of his waist against the f 


nt of uke’s thighs 
_ and, in one stroke, straightens his 
knees, raises his waist, and pulls down with both h 
to throw uke in front of him (photo 22, 23). 


ands 


5 Sode-tsurikomi-goshi_ 


Tori breaks uke’s balance straight forw 
right (left) front corner, 
(right) arm, 
throws him. 


ard or to his 
he lifts and pulls uke's left 
ds him onto the back of his waist and 
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Sode—tsurikomi-goshi—gripping the end of uke’s 
sieeve 

Tori and uke grapple in right natural Posture. Tori steps 
forward with the left foot, then right foot, Pushing uke 
back, stops, and starts to break his balance. Uke is 
pushed and steps backward with his right foot, then 
left foot, and responds by holding his ground. He begins 
to step forwards with his left foot, pushing back to 


The concept of the Nage no Kata is vz stly different 
to that of the randori-waza in tsurikomi-goshi. Sn 
short, at the moment uke responds by bending back, 
tori lowers his waist and puts the back of his waist 
against uke’s thighs (to act as a fulcrum for the throw}, 
and while raising his waist, pulls down with both 
hands (the right hand gripping the back of uke’s col- 
lar), and throws uke down. 


return to his original stable posture (photo 1). 

At this moment, tori changes his right grip from 
uke’s left collar to the end of his left sleeve (photo 2) 
and he pulls him forward so that uke steps his left foot 
forward Lowering his body, tori steps in (maintaining 
a distance) with his tight foot to the front of the tip of 
uke’s right foot (photo 3). At the instant uke’s left foot 
is about to step on the mat, tori opens his body to the 
left by Pivoting on the tip of the right foot and steps 
his left foot back and round inside uke's left foot so 
that his back is turned towards uke. At the same time, 
tori lifts up with the right hand and pulls with the left 
hand, bringing uke’s body tight against the back of his 


waist. Uke cannot transfer his weight onto the left foot 


and, his balance breaking, rises onto the 
‘eet. Tori then loads him onto the back of h 
(photo 4.1 4.2). 

Tori straightens both knees and lifts uke fu 
with the right hand, lifting him up, and twists his 
to the left to throw him down (photo 5, 6, 7). 


KEY POINTS TO THE TECHNIQUE 
the principles of this tech nique are similar to tsu 
goshi, but its unique feature is that tori uses uke’s s 


are the reverse (photo 8) and normal (p 


rther 
body 


leeve 


the positioning and execution of the throw (tsukun 


h 


sleeve from below, and, advancing (but maintaining a 
space) (photo 10), tori opens his body to the left and 
draws out uke's left foot, then lifts and pulls with his 
right arm curved (like the hull ofa boat). However, if 
tori steps in with the right foot too close to uke’s feet 
(without maintaining a distance), uke will be able to 
resist with ease when tori tries to lift his left arm up, 
¥ F | and will exert pressure on tori’s waist, causing his tech- 
| nique to fail. 

Tori lifts up with the right arm, with the wrist and 
elbow completely straight, extending it along and in 
front of uke's left arm, then he Positions his body and 
loads uke onto the back of his waist. 

If tori can pull uke'’s right arm towards the right 
armpit and stomach area with the left hand and | 
him onto the back of his waist with 
| against his, uke will n 
| (photo 11). 

Tori straightens both knees, raises his waist, and at 

| the same time he combines the lifting and pulling action 

with both hands to throw uke forward in a large throw. 

| At the moment before grappling, tori can grip the 

| end of both of uke's sleeves, while maintaining a good 

distance, and apply the technique while pulling uke 

forward. This is effective as uke is unable to grapple 

with tori and his balance breaks as he leans forward 
with the right arm outstretched (photo 12), 


oad 
his body tight 
ot be able to resist in this posture 
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Sode-tsurikomi-goshi—pushing uke’s left elbow up 


Both sides grapple in right natural posture. Tori takes 
a reverse (or normal) right grip (photo 13). 

Tori steps back while pulling uke forward, at the 
Moment uke steps forward with his right foot, tori 
steps in with his right foot and opens his body to the 
left, while pushing uke’s left elbow up with the right 
hand, and breaks his balance to the right front corner 
(photo 14). 

He steps his left foot back and round, and brings 
the right side of his back and the back of his waist tight 
against the front of uke’s body. He loads uke onto his 
waist (photo 15.1, 15.2) and pulls his body up to throw 
him (photo 16, 17). 

in this technique, tori takes a grip under uke’s left 
elbow, pushes it up, breaks his balance to the right 
front corner, and loads him onto his waist. 

Uke steps his right foot forward, then at the moment 
his Jeft foot rises, tori lifts and pulls with the right 
hand to Stop uke resisting. Then with the right elbow 
pointing down and the tight wrist pointing up, wri 
pushes up with the waist. Uke’s left elbow is bent as 
he is lifted forward and his balance breaks. 

When tori lifts and pulls uke’s body, he brings his 
right armpit tight against the side of uke’s left hip and 


the back of his waist tight against uke’s lower abdomen, 
pulls him up, and throws him down. 
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Sode-tsurikomi-goshi—gripping uke’s collar and 

sleeve on the same side 

Taking the initiative, tori grips the end of uke’s left 
sleeve from underneath with the right hand and the 
inside of uke’s left front collar with the left hand; thus 
gripping him on one side he grapples uke in a left pos- 
ture. Uke responds by gripping the back of tori’s collar 
with the right hand and his left sleeve from above 
with the left hand, and grapples tori in right posture 
(photo 18), 

Atthe moment uke steps back forward with his right 
foot, tori steps his right foot to the tip of uke’s right 
foot, and enters inside uke’s chest by stepping his left 
foot back and round. He lifts uke’s left sleeve upwards 
with the right hand and, pulling with a left grip on uke’s 
left front collar, brings uke tight against his back (photo 
19.1, 19.2) 

Tori pulls uke's body up and throws him down by 
\wisting towards the left (photo 20). 

This technique can be applied in a situation where 
both sides grapple in the left four-arms form, but tori 
cannot grip uke's left pulling arm. Thus, if the action 


of the single hand is insufficient, the technique 
not prove effect 


SONO YON a ; ; 
Sode-tsurikomi-goshi—lifting and pulling uke's left 
sleeve with the right hand only 


When tori and uke vie in kumi-te, tori 

uke’s left sleeve and checks uke 

that he cannot grapple him (pi 
Seeing an opportuni 

with the right hand, st 

him onto his wai 

holds the back of uke’s w 

against him (photo 22, 23 
Holding the ba 

so that his body is tight a 

down by rotating himself 

they fall together (photo 
Tori loads uke onto hi 


2 26). 
st, but because f 
not grip with the left hand | mare? 
pulling action to throw uke down Therefore 
pletes the techni by rot 

The concept of this techniq 
mal sode-tsurikomi-goshi 
related technique. 


In recent competitions, 
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completely; there has therefore been a rise in this vari- 
ation of the technique because it is possible to throw 
uke without gripping him with the left pulling hand. 


6 Tsuri-goshi 


The sode-tsurikomi-goshi technique has been expanded 
with the development of research into competition 
techniques. 


Tori breaks uke's balance straight forward or to his right 
(left) front comer, he takes hold of the back of uke’s 
belt with the right (left) hand, pulls him closer, loads 
him onto the back of his waist, and throws him down. 
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Tsuri-goshi—gripping the back of uke’s belt through 
his left armpit with the right hand (kotsuri-goshi) 


Both sides grapple in the right natural posture. Tori 
steps back with the left foot, then the right foot, and, 
pulling uke forward, presses him down slightly and 
stops moving back. 

Uke is pulled and steps forward with his left foot, 
then right foot, and holds his ground. At this moment, 
tori lessens the action of pressing down with both 
hands and pushes slightly with the left hand, so that uke 
straightens up and begins to step back with his right 
foot to return to his original stable posture (photo 1). 

At the instant he has begun to step back with his 
right foot, tori steps his right foot inside uke’s right foot, 
and at the moment uke’s right foot lands on the mat, 
he changes the action of both hands to pulling up and 
forward so that uke cannot transfer his weight onto the 
right foot, causing him to rise forward, his balance 
breaking forward in a left posture (photo 2). 

At this instant, tori bends both knees, lowers his 
waist, and, dropping his right shoulder, inserts his right 
arm deep through uke’s left armpit, gripping the back 
of uke’s belt (photo 3). He opens his body to the left 
by supporting his weight on the right leg, steps his left 
foot back and round inside uke's left foot, puts the back 
of his waist onto uke’s \ower abdomen, and pulls uke’s 


body tight against him. He then loads him onto the 
back of his waist (photo 4.1, 4.2). 

Tori lifts uke’s body up with the right hand, straight- 
ens both knees, and, raising his waist, pulls uke’s body 
up and throws him down. Uke is thrown in a large cir- 
cle over tori’s waist and lands in front of him (photo 
5,6) 7): 

The technique of gripping the back of uke’s belt 
through his armpit with a single hand is called kotsuti- 
goshi. 

Tori is not limited to holding the back of uke’s 
belt—he can also grip the side of the belt (photo 8), 
or the front of the belt (photo 9) to apply the technique 
(photo 10), 


APPLICATION 
1. Tsuri-goshi—from uke's uchi-mata 


When uke starts to execute uchi-mata, tori responds by 
bending both knees and lowering his waist. He trans- 
fers his weight to the left leg, opens his body to the 
right, and puts the front of his left hip against the back 
of uke's waist. He raises his waist, bends his body, and 
at the same time he grips the back of uke’s belt (on the 
left hip) with the left hand (photo 11.1, 11.2). 
Seeing that his technique has proved unsuccessful, 
uke begins to return to his origina] stable posture, and 
at the moment he begins to withdraw his right leg. 
(photo 12) tori steps in to uke’s front in time with 
uke’s withdrawing right foot, with his Jeft foot, then 
right foot, so that his back is turned towards uke. He 
pulls uke with both hands, loading him onto the back 
of his waist and pulling his body up, and twists to the 


epee 


right to throw him down (photo 13). It is important to 

respond to uke’s uchi-mata in a stable posture. Thus 

tori, stepping in to uke's front corresponds to uke step- 

ight foot, and he lifts and breaks 

y pulling with his left hand, which 

grips uke’s belt, and loads him onto his waist. This series 

of actions must be performed quickly and without delay. 

Tori can adapt and continue to tsuri-goshi when uke 

executes any technique that exposes his back or side to 
tori; for example, hane-goshi or harai-goshi. 


2. Tsuri-goshi—from uke's osoto-gari 


At the moment uke executes Osoto-gari, tori responds 
by taking a big step back with his right foot, leans for- 
ward, defends in left defensive posture, and grips the 
back of uke’s belt with his left hand (photo 14) 

Uke returns to his original stable posture, and at the 
moment he begins to withdraw his right leg to do this, 
tori steps in with his left foot in fr 


Tont of uke, in time 

1 uke’s right foot w hdrawing, and steps his right 
foot back and round while pulling with both hands. 
He loads him onto the back of his waist and, raising 
his waist, throws him down (photo 15, 16). 
In Application 1 and 2, if tori holds and lifis uke’s 
body while gripping his belt and shifts him onto the 


hip to throw him, itis an utsuri-goshi technique. 


SONO NI 

Tsuri-goshi—gripping the back of uke's belt 
from over his left shoulder with 

the right hand (otsuri-goshi) 


When uke leans forward in defensive posture, tori grips 
the back of uke’s belt from over his left shoulder (or 
left arm) with the right hand, and pulls him so that 
uke begins to straighten up (photo 17). In time with 
that movement, tori lifts uke’s body up by lifting with 
the right hand and pulling up with the left hand, and 
lowers his waist and steps his tight foot inside of uke's 
right foot. He then steps his left foot back and round, 
bringing the back of his waist tight against the front of 
uke’s waist, and loads him onto his waist (photo 18). 

Tori pulls further with both hands and, raising his 
waist, pulls uke’s body up. Twisting to the left tori throws 
him down (photo 19, 20). 

If tori pulls and lifts uke by gripping the back of his 
belt from over his left shoulder (or left arm) with the 
right hand, then this is an otsuri-goshi technique 


APPLICATION 

1. Tsuri-goshi—from uke’s 0-goshi 

Uke inserts his left arm through tori’s right armpit, and 
begins to execute 0-goshi. Tori responds by lowering 
his waist and assuming defensive posture while grip- 


ping the back of uke’s belt from over his left arm with 
the right hand (photo 21). : 
Seeing that his technique has proved unsuccessful 
against tori’s strong defense, uke begins to ame to his 
original stable posture, and at that moment tori steps 
in to uke's front with his right foot, then left foot, driving 
him back, and pulls him up with both hands. He loads 
him onto his waist and throws him down (photo 22). 


2, Tsuri-goshi—gripping uke’s left sleeve and 

the back of his belt 
Tori pulls firmly on uke’s left sleeve with both hands 
and faces towards the left so that uke takes a big step 
forward with his left foot. Tori then quickly grips the 
back of uke's belt with his right hand. Uke's posture 
becomes an unstable left posture (photo 23.1, 23.2) 

Tori steps in to uke’s front and, while loading uke 
onto the back of his waist, he lifts up with the right han 
and pulls with the left hand, pulling uke’s bod 
and throwing him down (photo 24). 

Ina variation of the grappling technique, tori’s v 
is too high, so he must step in deep with both feet, st 
his waist out from uke’s right side, load him onto his 
waist, and twist to the left to throw him down 


4, Tsuri-goshi—from uke's tsuri-goshi 


Atthe moment uke executes kotsuri-goshi, tori responds 


back o 
hand. 


Uke b 


SONO SAN 


Differences between tsuri-gashi an 


In tst 


Techniques similar to 


does not grip the belt or hold the 
waist, and as such, it is a tsurikomi- 
goshi technique. 


SONO YON i 
Points to consider on tsuri-goshi 


A randori-waza is recorded in the 
instruction manual for Tenjin 
Shinyo-ryu. 

A technique identical to tsuri- 
goshi is included within these 
twelve techniques. It means “to throw by inserting the 
waist.” The name of the technique is Koshi-iri-no-kake- 
no-zu (see picture). 

A technique to hold your opponent's waist and load 


7Hane-goshi - 


Koshi-ini-na-kake-no-zy 


him onto your waist by gripping his belt and then throw 
him, similar to 0-goshi or tsuri-goshi, is known in Ten- 
jin Shinyo-ryu as koshi-nage. 


Tori b: 


ks uke's balance to his right (left) front corner 
or straight forward, pulls uke and throws him with the 
back of the right (left) hip and right (left) leg in an 
upward springing action. 


SONO ICHI 
Hane-goshi—throwing uke straight forward 


Both sides grapple in right natural posture. Tori advances 
the left foot, then right foot, and pushes uke back- 
ward. Uke is pushed and steps back with his right foot, 
then left foot. When tori pushes again slightly with the 
left hand, uke starts to step back with his right foot 
(photo 1). 


Responding to uke as he begins to step back with his 
right foot, tori steps his right foot between uke’s feet, 
and, assuming a right han-mi posture, he lifts and pulls 
with the right hand. He then pulls up with thi 


e left hand 
and, lifting uke, breaks his balance forward. Uke can- 
not transfer his weight onto the right foot and his bal- 
ance breaks forward (photo 2). 
Tori enters in by Stepping his right foot inside of 
uke's right foot. At the same time, he opens his body to 
the left and, drawing the left foot near, changes step and 
turns his back towards uke while jumping inside his 
d by the left foot. He 
1 puts the exterior of it 
es pointing down, pulls 
ing uke tight against him, 
and loads him onto his waist. (3.1, 3.2) 
Tori bends the left knee (supporting his weia 
that leg), sends his right ‘aie hi etumnmen 
springing motion from under uke’ 


chest with his weight support 
bends the right Jeg slightly anc 
inside uke’s right leg with the to 


again with both hands bring: 


in a large upwards 
8 body, and twists 


his body to the left to throw him down. 
Uke's body is thrown in a large circle around the 
fulcrum of uke’s right hip (photo 4, 5, 6). 


KEY POINTS TO THE TECHNIQUE 
At the moment uke continues to step back with his right 
foot, tori steps in with the right foot into a right han- 
mi posture and lifts uke forward, breaking his balance. 
If uke steps back and successfully transfers his weight 
onto the right foot, tori will not be able to position 
(tsukuri) uke for the throw. Tori must seize the oppor 
tunity at the instant just after uke’s right foot passes 
behind his left foot. 

Maintaining a firm posture, tori jumps inside to 
uke’s front and turns his body in a large motion to the 
left, bringing his back tight against uke. Tori positions 
himself so that the side of his body (right chest area, 
right side of the back, back of the waist, and outside of 
his right leg) is tight against the side of uke’s body (chest 
area, lower abdomen, and the near inside part of the 
right leg). In order to achieve that, tori bends back, Sifts 
and pulls with the right hand, pulls up with the left 
hand, and pulls uke by opening his chest out. 

The importance of “bending back” is explained in 
Hane-goshi Renshuho (Sakko, published by Kodokan 
Bunkakai; March 1926 issue): 


"To practice this technique. prepare by t 


with uki-goshi first. Uki-goshi is key to under: 


the action of bending back. A lot of people think t 


koshi-waza is ‘bending the upper body forwarc 
form the technique,’ but this is not the case in 


Judo. Whether it be hane-goshi, harai-goshi, or tsuriko 
goshi, it is simply executing a technique by benc 


Is to 


stan 


Kodo: 


hrowing 


ing 
hat 
per- 
kan 
mi- 


ing 


the upper body to the side and back. And it is easiest 
to understand the concept and form best with uki-goshi. 
Because its concept and form is the basis for koshi- 
waza, it's best to get into your hane-goshi practice too 
as possible.” 
; nie tori lowers the right shoulder, bends 
back and, holding the back of uke’s waist with one arm 
inserted deep, twists to execute the throw. If we con- 
sider this concept, it has a hane-goshi application . ; 
The outside of tori’s right leg touches the inside of 
uke's right leg, and he takes a posture with the right knee 
bent and the waist lowered so that the tip of the right 
foot rests lightly on the mat. Tori uses the momentum 
from jumping in and the spring action of the left piv- 
oting leg to send his right hip and leg in an upwards 
springing motion from under uke’s body. The most 
important point is that these actions should be exe- 
cuted simultaneously and quickly in one stroke. 


SONO NI , : 
Hane-goshi—throwing uke to his left side 


Both sides grapple in natural posture on the right side 
(photo 7). When tori pushes uke to his left side, uke 
steps his left foot to the left side and shifts his right 
foot over too. In time with the movement of uke’s right 


foot, tori opens his body to the left and 


NO 
ae 


turning back 


time, he lifts and pulls with the left hand, pulls with 


the right hand, bringing uke's upper body 
ht front comer, 


his and lifting him to the ri 


ght against 
hen breaks 


his balance (photo 8, 9). Simultaneously, he turns his 


upper body to the left again and places his rs 


bent lightly, on uke’s right leg w 
side of his body tight 
(photo 10.1, 10.2). 


inst the rigl 


throwing uke in an upwards springing movement 
(photo 11, 12, 13) 

Similar to okuri-ashi-harai, tori makes an upwards 
springing action with the Tight leg by scooping up in 
the direction to which his lower body shifts; in this case, 
uke's left 


In sono ichi, tori throws uke directly forward, while 
im sono ni, tori throws him to one side, so the concepts 
differ s] ightly. 


SONO SAN 
Hane-goshi—throwing uke backwards 


Uke takes a right posture while tori takes a right 
Posture, and both sides grapple. This 
uke’s left si 


right ha 


ural 
time, tori grips 
‘ Pane 

Har or the back of his collar with the 


1, while he grips near uke’s right armpit with 
listance s)ig 


the left hand, and he closes the d 
grappling (photo 14) 

Tori lifts up with the right h 
the left side of his chest 1 


and and pulls towards 


n 
uke s chest tight against him, a Steps in with his left 
foot next to the side ike’s righ in li 

, the side of uke’s right foot (in line with 
uke’s) (photo 1 >). Crossing his right shin with uke’s 
right shin, tori puts the big 


inside of uke’s right h 


left hand, bringing 


toe of his right foot on the 
eel, bringing the right side of his 


body tight against the tight side of uke’s body, and 


breaks uke’s balance to his right side, towards the rear 
corner of the little toe. At this point uke is standing 
on the right leg (photo 16.1, 16.2). 

With uke’s body tight against his, tori sends his right 
leg in an upwards springing motion to the right side 
(to the extent the thigh Opens), and throws uke’s body 
backward (photos 17.1, 17.2, 18, 19). This throwing 
technique is similar to that of osoto-gari. Therefore, it 
can be said that the principles of sono ichi and sono 
ni are completely different. 


This technique was devised for a situation in which 
uke is in right posture, where it is impossible for tori to 
bring his body tight against him; thus, it is an extremely 
rare technique. 


SONO YON 


Points to consider on hane-goshi 
A common use of hane-goshi 


Hane-goshi came into use at the end of the Meiji era 
and the start of the Taisho era, Mr. Tesseki Murakami, 
5th dan, writes in Judo (December 1940 issue) 
“Hane-goshi has been in use for quite a long time. 
You ofien used to hear ‘you'll get your shodan when you 
can do hane-goshi, 
more ¢¢ ymmon,” 


“but now the use of the technique is 


Apicture of hane-goshi 


This picture captured the moment when this author 


threw his tenth person with a left hane-goshi at the 
European Judo Championships in Paris (December 6, 
1951). | recall those extremely lively days of youth with 
much fondness. We were invited by the French Judo 
Federation. So, myself, Kodokan Director Mr. Risei Kano, 
Kodokan International section head Mr. Shigenori 
Tashiro and Professor Yoshizo Matsumoto, 8th dan, 
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visited eight countries in Europe and 
America over three months. After this 
visit, Japan was fully involved in the 
worldwide organization over the next 
twenty-seven years: it formally par- 
ticipated in the International Judo 
Federation and Director Kano was 
inaugurated as its president. 


Tori responds to uke’s right (left) hip technique by 
holding the side of that hip and, at that instant, lifting 
itup, shifting and loading uke onto the left (right) hip, 
and throwing him down. 


SONO ICHI - 
Utsuri-goshi—from uke’s hane-goshi 


Both sides grapple in right natural posture. Uke steps 
back while pulling tori forwards, and, seizing the 
moment, tori moves, breaks his balance to the right 
front corner, and begins to throw him with hane-goshi 
(photo 1, 2). 


Tori responds to hane-goshi at that instant by 
quickly bending back and lowering his waist by bend 
ing both knees. He steps his left foot from uke's rear 
to between his feet and opens his body to the right, 


and thrusts the front of his left hip against the back 
of uke’s right hip. At the same time, he takes hold of 
the back of uke’s waist with the left arm running 
along the back of his belt (inserting his hand deep to 
the front of uke’s left hip), and pulls the right hand 
towards the right side of his own chest, bringing the 
left side of his chest tight against uke’s right armpit 
(photo 3.1, 3.2). 

Tori straightens both knees and, while bending back. 


| 


he front of his left hip out creating momentum 


and, with uke standing straight and upright, pulls him 
upwards (photo 4). At the moment uke’s body rises 
into the air, tori pivoting on the tip of his left foot, steps 
and round behind his 
xe's body 


his right foot dia 
own left heel and, changing direction, shifts uk 
onto his left hip (photo 5), and twists his body further 


to the right. 
Uke is thrown in a large circle around the fulcrum 
of the back of tori’s left hip (photo 6, 7). 


KEY POINTS TO THE TECHNIQUE 


Once uke's hane-goshi is in eff 


ct, tori will not be able 


adapt and continue to execute utsuri-goshi. It is 
important that tori stops ub 


e's hane-goshi when the 
tsukuri is still unfinished (or at the moment he per- 
ceives uke’s intention), and, breaking his balance, adapts 
and continues to execute utsuri-goshi. 


Tori should stick to the following points to respond 
correctly to hane-goshi: 

While | is waist, tori steps his left foot 
from uke’s rear to between his feet, thrusts the front of 
his left hip against the back of uke’s right hip, and at 
the same time holds uke’s waist with the left hand 


(photo 8). The tai-sabaki is not only important in ren- 


dering uke's hane-goshi ineffective, but in shifting uke 
s hip. If uke enters in deep with hane-goshi, 


g his bac 


onto t 
brin 


tor 


Tori holds uke deep with the left hand inserted up 
to the front of his left hip, ar 


he pulls uke’s upper 


body tight against him with 


right hand, uke will 
th a rigid body so that tori can lift him up eas- 


If the pulling ac 


rise up 


n of both hands is not effective, 


| separate and uke 


per bod 


| lean for- 


defen 


against tori 


fting 


ig hi 


m up, 


e’s body up, do not rely on arm-strength 


ten the knees and thrust the hip out, 


ig Momentum and, importantly, time these actions 


the moment uke beg: 


ins to execute hane goshi. 


co 
c 


The key points to shifting uke onto the hip are as 
follows; In general, it is widely accepted that “tori lifts 
both of uke's legs by swinging them forward and up {n 
a large motion, and at the moment uke’'s legs have just 
swung back (rather like a pendulum), he steps the left 
foot forward and shifts uke onto his hip.” However, 
speaking from experience, tori will be pushed from 


the force of uke’s legs swinging back, and his balance 
will break backward easily. Therefore, it is advisable 
to pull uke up with his body standing straight and 
upright. 

[ftori lifts him up with the upper body tight against 
him, the close contact of tori’s body on uke’s lower 
body is reduced slightly. At that moment, if ton steps 
his right foot back and round by pivoting on his left 
foot and opens his body to the left, rotating one hun- 
dred and eighty degrees, while thrusting out his left 
hip, uke’s upper body will be pulled upright, then tori 
can move his leg to the side slightly and load uke high 
onto the hip. With tori occupying an inner circle uke 
occupies the outer circle, which brings about a momen- 
lary centrifugal force. Applying this tai-sabaki when 
loading uke onto the hip is absolutely essential Then 
tori opens his body to the left again and twists (0 throw 
uke down 


Itis possible to adapt and continue to execute utsuri- 


5 


pulls with the rig is central to the 
ward (photo 11 
his left foot, | 
down. This 1 


goshi from any techn here uke Sxpones his back left hand and shifts him onto the left } et | 
to tori. For example, uchi-mata, harai-goshi, tsunkomi- 14), then, similar to harai g he 4 t . ¥ | | 
goshi, or osoto-garl and throws him down with a sweeping act lite | | 

In the following techniq s not classified 15) 4 } tl 
under utsuri-goshi, tori « rd moment uke This ¢ viewed as a harai-goshi technic | 
executes hane-goshi t ing th because tori shifts uke onto the hip it is ac ai ‘ | 1] 
and pushing forv 10) action of the hip and not the lef 


it was catego 
February 3, 19 
hip by ho’ 


APPLICATION 
1. Utsuri-goshi—shifting uke onto the hip and 
sweeping with the left leg 


gl 
A Aten = - 


ris) 29 


foot around tori’s heel, tori is not able to lift him up, 
so first he supports his weight on the left leg, raises the 
right leg, and, while removing it from uke’s right foot, 
lifts him up. 


SONO NI 
Utsuri-goshi—from uke's osoto-gari 


Both sides grapple in right natural posture. Uke advances, 
pushing tori backward and begins to execute osoto 
gari. Tori perceives uke's intention and in the same 
moment, takes a big step back with the right foot and 


bends forwards to defend (photo 23). He opens his 
body to the right to face the other direction and steps 
his left foot from the rear to between uke’s feet, turns to 
the rear, and at the same time puts his left arm around 
the back of uke’s waist and holds him. He puts the 
front of his left hip against the back of uke’s right hip 
and, pulling with both hands, brings uke’s body tight 
against him (photo 24}. 

Tori steps his right foot back behind his own left 
foot in a large motion and, turning uke’s body towards 
the right, twists and throws him down (photo 25, 26, 
27). 


This utsuri-goshi technique is executed with uke’s 
reaping right leg on tori’s right leg, which makes it dif- 
ficult to shift him onto the hip. 

Tori opens his body wide to the sight while turning 
round uke’s back, and thrusts the front of his left hip 
out while holding uke’s waist. He pulls and controls 
uke’s upper body and lifts him up so that the tip of his 
left foot just touches the mat. At this point, the front 
of tori’s left hip touches the back of uke’s right hip. If 
tori opens his body abruptly to the right while twisting, 
with uke’s upper body rigid, uke’s right attacking leg 
will separate from tori’s right leg and, with his lower 
body in motion, tori can shift him high onto the hip. 

However, tori will find it difficult to shift uke onto 
the hip if he lifts uke up too much. 

In the following technique, which is not classified 
under utsuri-goshi, tori responds at the moment uke 
executes osoto-gari by stepping his right foot back and 
opening his body to the right, while inserting his left 
hand between the back of uke’s thighs, and scoops him 
up, shifts him onto the left hip, and throws him down. 
This is a sukui-nage technique (photo 28, 29, 30). 
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SONO SAN 
Points to consider on utsuri-goshi 
Three points of “mitsu no sen” 


It is said that taking the initiative is the key to victory 
in any contest. The opportunities to execute the “mitsu 
no sen” in judo are many, and for that there is a wealth 
of variations of techniques. 

Utsuri-goshi is a technique which uses the “go no 
sen 

Tadao Otaki, 9th dan, explained “mitsu no sen” in 
Judo (published by Sankaido, 1954): 

“There are three methods to take the initiative, 
‘sensen no sen,’ ‘sen,’ and ‘go no sen.’ 

In ‘sensen no sen’, before your opponent starts or is 
about to start a technique, perceive the energy of his 
movement and take the initiative to execute a tech- 
nique first and control him. 

{n ‘sen,’ at the moment your opponent's intention 
of attack is expressed in his movements, take the ini- 
tiative to execute a technique first and control him. 

In ‘go no sen,’ your opponent executes a technique 
first, so take advantage of his posture change and con- 
trol him.” 


Tori holds uke’s waist from behind with the left (right) 
hand, lifts his body forwards and up, then throws him 
straight down. 


SONO ICHI 
Ushiro-goshi—from uke's hane-goshi 


Tori and uke grapple in right natural posture. 

Uke steps back with his right foot, then left foot and 
right foot, pulling tori out. Tori steps forward with the 
left foot, then right foot and left foot, and then begins 
to step his right foot forward. At that moment, uke 


seizes the opportunity and beings to execute hane- 
goshi (photo 1, 2). 

Tori responds by lowering his waist and steps his 
left foot inside the rear of uke's feet, while assuming a 
defensive posture, and thrusts the front of his left hip 
against the back of uke’s right hip for defense. At the 
same time, he puts his left arm along the back of uke's 
belt up to the side of his left hip and holds his waist 
deep. He pulls towards the right side of his own chest 
with the right hand, bringing uke’s upper body tight 
against his, holds, and breaks uke’s balance towards his 
rear (photo 3.1, 3.2). 


Tori straightens both knees and, bending backward, 
thrusts the front of his waist forward, sharply creating 
some momentum, and lifts uke’s body up and forward 
so that both of uke's legs swing up through the air 
(photo 4). 

At that moment, tori moves his right foot, then left 
foot back while opening his body to the left, and pulls 
down with both hands to throw uke straight down in 
front (photo 5, 6). 


KEY POINTS TO THE TECHNIQUE 

When uke executes hane-goshi, tori responds by hold- 
ing the back of uke’s waist deep with the left hand and 
pulls his upper body tight against him with a right hand 
grip on uke’s left front collar, and controls uke’s body 
in a straight and upright posture. If tori does not pull 
sufficiently with both hands, uke’s upper body will 
separate from him and he will not be able to lift uke 


up. in order to lift him up, tori combines the momen- 
tum from stepping in with the left foot and thrusting 
the front of the left hip out with the explosive power 
from straightening both legs, and the actions from bend- 
ing back (and so on), into one stroke to lift uke up. 

At the moment to throw uke de 
right then and left foot back, creat 


tori steps the 


ing some distance, 
and pulls uke down, He can also step back the left foot 
only and, opening his body to the left, pull and throw 
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uke down. By either creating some distance or open- 
ing his body to the side he creates a space where he 
can throw uke down. And depending on the situation, 
tori can pull downwards strongly with both hands. 
though it is advisable to exercise extreme caution 
because uke will fall down with tremendous force. 

Tori can adapt and continue to execute ushiro-goshi 
from any technique where uke exposes his back, such 
as harai-goshi, tsurikomi-goshi, or seoi-nage. 

A good opportunity to apply ushiro-goshi is when 
uke executes hane-goshi—tori should lift him up and 
break his balance to stop his technique. Another oppor- 
tunity is when uke starts to return to his original stable 
posture after tori defends well against his hane-goshi 


APPLICATION 
1. Ushiro-goshi—lifting the right leg 


In response to uke’s hane-goshi, tori starts to lift uke 
up, but he leans forward and defends by wrapping the 
tip of his right foot around the inside of tori’s right 
heel, similar to kouchi-gari (photo 7), 

Tori wansfers his weight to the left leg and lifts his 
right leg in a large motion while lifting uke up (photo 
8.1, 8.2) so that he removes uke’s foot. Then he steps 
his right foot back onto the mat (photo 9), then steps 
his left foot back and, opening his body to the left, 


pulls straight downwards with both hands (photo 10). 

Tori cannot lift uke up if he defends by wrapping 
his right foot around the inside of tori’s right foot. 
‘Therefore, in this technique, tori transfers his weight to 
the left leg and raises his right leg, thereby removing 
uke’s foot, and then throws him down. In this situation, 
tori lifts uke up with one leg only (the right leg), there- 
fore it is essential that this action is combined and in 
time with uke’s upwards springing motion. 


2. Ushiro-goshi—lifting the left leg 
‘Tori responds to uke’s hane-goshi with ushiro-goshi, 
but he leans forward and defends by wrapping his right 
leg around the inside of tori’s left leg, similar to ouchi- 
gari (photo 11). At that moment, tori transfers his 
weight to the right leg and lifts his left leg in a large 
motion while lifting uke’s body up (photo 12), thereby 
removing uke's leg wrapped around his, and opens his 
body to the left, while pulling straight downwards with 
both hands to throw uke down (photo 13, 14). 

In this situation also, tori transfers his body weight 
to the right leg and raises his left leg to remove uke’s leg, 
which has wrapped around it. 


3 Ushiro-goshi—pushing uke’s buttocks up with the 
right leg 


Soth sides grapple in right natural posture, and at the 


moment uke executes osoto-gari, tori takes a large step 
back with his right foot and lowers his waist while 
defending (photo 15). He opens his body to the right 
and, stepping the left foot inside uke’s left foot, turns 
behind uke, holds his waist deep with the left hand, and 
puts the front of his left hip against uke’s right buttock. 
He pulls with both hands to draw uke tight against 
him (photo 16), and at the same time, tori transfers his 
weight to the left leg. Tori puts his right bended knee 
on uke's butiack and, while pushing it up,bends back 
and swings uke'’s body up, and steps his right foot 
backward onto the mat. He opens his body to the left 
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while pulling straight down with both hands (photo 


17, 18, 19). 

This technig for situations when uke executes 
osoto-gari with his right leg attacking tori’s right leg. 
Tori responds by stepping back with his right leg and 
defending with his waist lowered, while he opens his 
body to the right and lifts uke up. This series of tai- 
sabaki actions should be executed quickly. 

If uke enters in deep with a technique like harai- 
goshi, tori can execute this technique at the moment 
uke’s back touches his front. 


However, if uke’s body touches tori only lightly 
when entering in, it v 


Il be more effective to push up 
with the left leg instead of the right leg (photo 20). 


SONO NI 
Ushiro-goshi—holding uke’s sleeve (not his waist} 


i responds to uke's hane-goshi while holding his 
right sleeve with the left hand (but not holding his 
waist). He transfers his weight onto the left leg and 
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puts his right bended knee on uke’s buttock, and pushes 
it up, swinging uke’s body up (photo 21, 22). He steps 
his right foot back onto the mat, and then steps his left 
foot back, opens his body to the left, and pulls straight 
down with both hands (photo 23, 24). 

In some situations, tori can also push up with the 
left leg. And with his right leg having pushed uke up 
by the buttocks (standing on one leg), he can pull with 
both hands, Tori does not hold uke’s buttocks in this 
technique, but because he uses his right leg to push uke 
up and throws him straight down, it is classified as an 
ushiro-goshi technique. 

Ushiro-goshi bears similarities to hane-goshi-gaeshi, 
Refer to hane-goshi-gaeshi to see the differences between 
these techniques. 


SONG SAN 
Points to consider on ushiro-goshi 
Holding the waist with both hands 


A technique that is slightly different from the modern 
ushiro-goshi came to my attention while I was look- 
ing at some old 


xts. Explanations of ushiro-goshi by 
several authors of 
the Meiji era (Tsuzoku Judo Zukai by Sumiomi Arima: 
Judo Kyohan by Sakujiro Yokoyama and Eisuke Oshima: 
Judo i Gusa by Hajime Isogai) each describe ushiro- 
goshi as a technique requiring that, when coming from 
behind an opponent, you hold the back of his waist 
with both hands, lift him up, and throw him down. 


With the founding of Kodokan Judo, gripping the 
collar and sleeve in a natural posture became standard 
in grappling, while research on techniques was devel 
oped on the principles of kuzushi, tsukuri, and kake 0 
develop new techniques and also to recreate many old 
style techniques as modern techniques, 

In the same way, ushiro-goshi developed as a quick 
technique whereby from the initial attack and defense 
in natural posture, tori adapts and continues in an 
instant, holding uke’s waist with the left hand and 
pulling with the right hand. 


judo books published at the end of 


40 Koshi-guruma_ 


fori holds and controls uke’s neck with the right (left) 
arm, enters his waist deep, and, loading uke onto it, 
throws him in a circle around the fulcrum of his torso, 


SONO {CHI : : 
Koshi-guruma— entering the waist deep 


Yori grapples uke, holding the back of his collar with 
the right hand and his right sleeve with the left hand 
(photo 1). 

Tori moves back on the left foot, then right foot, 
then Jeft foot again in the tsugi-ashi form while pulling 
uke downwards with both hands. 

Uke advances on the right foot, then left foot, then 
right foot again in the tsugi-ashi form, and, being made 
to lean forwards, holds his ground and begins to 
straighten up to return to his original stable posture 
(photo 2}. 

When tori lessens the pulling action of both hands, 
uke straightens up. At that moment, tori steps his right 
foot inside the tip of uke’s right foot to assume a right 
han-mi posture, lifts up with the right hand, pulls up 


with the left hand, and breaks uke's balance towards 
his front right corner (photo 3). 

Tori releases his right grip, thrusts his arm deep over 
uke’s left shoulder, and wraps it around the back of his 
neck, holding the neck with the forearm bent. Then, 
pivoting on the tip of the right foot, he steps his left 
foot back inside uke's left foot and tums round in a 
large motion. He sticks his waist out from uke’s right 
side, and uses both hands to pull uke’s body tight 
against him (photo 4.1, 4.2). 

Tori bends forward, and while opening his body to 
the left, he synchronizes the right arm holding uke’s 
neck and the left pulling hand to draw uke’s body 
through an ellipse by twisting his body to the left, and 
then throws him over his hips in a circle and down. 

Uke is thrown in a circle around the fulcrum of tari’s 
torso (photo 5, 6, 7) 


KEY POINTS TO THE TECHNIQUE 

The main points which separate this technique from 
other koshi-waza are that tori holds uke’s neck, and 
the way in which he inserts his waist. 
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Tori reaches the right arm deep around and over 
uke’s left shoulder (up to his right shoulder). He holds 
uke with his upper arm against his neck, wrapping the 
arm around quickly. In this situation, tori maintains 
firmness on the thumb-side of the right wrist, and puts 
the inside of his forearm on the back of uke’s neck. He 
pulls with the left arm running along the front of his 
own chest and abdomen so that the front of uke’s 
body is tight against the back of his waist and the side 
of his body. The technique will not be eftective if uke's 
body is separate from his (photo 8), 

Tori inserts his waist deep, so that his buttocks stick 
out from uke's right hip with the front of the left hip 
against the front of uke’s abdomen. Thus, tori’s feet 
are positioned between uke’s feet and opened ninety 
degrees to the left, while uke’s body crosses over the 
top of his waist (photo 9, 10) 

With his torso acting as the fulcrum, tori twists his 
hips and turns to throw uke down. 

Tori can also hold uke’s neck by gripping his collar 
with the right hand. 


When tori executes the throw, he also drops down 
in a wrapping-around movement, while holding uke's 
neck (photo 11, 12). 

Koshi-guruma is thought of as an old-style tech- 
nique, and, according to texts, was known as juji-goshi. 
In this technique, tori loads uke over his torso to form a 


cross, then throws and rotates him around the fulcrum 
of his torso. 


APPLICATION 
Koshi-guruma—from osoto-gari 


Tori grapples on the right side, grips the back of uke’s 
collar with the right hand, and pushes uke backward. 
He sees an opportunity and begins to execute osoto-gari. 
Uke defends by stepping his right foot back, but tori 
pushes him back again and begins to reap him (photo 13) 

At the moment uke leans forward, tori wraps his 
right arm deep around the back of uke’s neck, pulls uke’s 
body tight against him with both hand, and, thrusting 
his right foot onto the mat, steps his left foot back and 
round, opening his body to the right so that his back 
is turned towards uke, and sticks his buttocks out from 
the exterior of uke’s left hip (photo 14), Then he twists 
to the left, turning his body, and throws him in a wrap- 
ping-around movement (photo 15, 16). 

Tori executes the technique by pushing in with 
osoto-gari and thrusting the right foot onto the mat, but 
if tori’s supporting left leg is set too far apart, he will not 
be able to thrust sufficiently to enter his waist deep. 
He must therefore take a step in with the left leg to 
reduce the gap. 

The actions of thrusting his right foot, sticking his 


buttocks out, and twisting to the left in a hea os 
around movement must be executed as a series of flui 


movements. 


SONO NI =a 
Koshi-guruma—entering the waist lightly 


Both sides grapple in right natural posture and tori 

moves back while pulling uke. At the moment uke 

steps his right foot forward, tori pulls up with the left 

hand and breaks uke’s balance towards his front right 

corner. He then thrusts his right arm deep over uke’s 
left shoulder and holds the back of his neck. He steps 
his right foot inside uke’s right foot with his waist low- 
ered (photo 17), then opens his body to the left and 
steps his left foot back and round inside uke's left 
foot, while holding him with the right hand, and puts 
the back of his waist on the front of uke's abdomen 
and pulls uke’s body tight against him with both hands 
(photo 18). 

‘Yori raises his waist and, while pulling uke 
twisting his body to the left, and throws uke around 
the fulcrum of the back of his waist (photo 19). 

In this technique, tori does not enter his im 
the same way as sono ichi but he still holds uke's neck 
area; itis therefore an ushiro-goshi technique. 
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APPLICATION 
Koshi-guruma—from hane-g 
and begins to throw him with hane-goshi 
r otion with his right leg 


oshi 


Tori pulls uke 
in an upwards springing ™ 

(photo 20). * 
<e re! s by holding 
Uke responds by 2 y # 
= oy EXe- 

hand and lifting him up, adapts, and continues to € 
i shi (photo 21). 

cute ushiro-gosht (Pp Ne ais 
At this moment, tort defends by stepping his right 
onto the mat, holds, and controls 
arm. While pulling his body 
left hand, he opens his body 


tori’s waist with the left 


attacking leg down 
uke’s neck with the right 
tight against him with the 


to the left, loads uke onto his waist, and throws him 
down (photo 22). This technique is based on the same 
principles as those in sono ni. 


11 Daki-age 


When uke is lying on the mat, tori skilfully lifts him 
up to shoulder-height and throws him down. 


SONO ICHI 
Daki-age—from the sides of uke's legs 
(The technique of “tate-yori-nitemo” —from above) 


Uke draws tori in for a mat technique, gripping tori’s 
tight outer middle sleeve with the left hand and right 
front collar with the right hand. He puts both feet on 
the front of uke’s hips and, | illing him in, begins to 
attack. Tori lowers his wa 


t. kneeling on the right 
knee with the left knee raised, and pushes down with 
his right hand on the front of uke’s belt and his left 
Guan knee, and responds by bending 

Tori lov 


ers his upper body, while maintaining his 
stability so that uke cannot draw him in, then he grips 
the left side of uke’s belt with the right hand inserted 


If tori holds uke’s right arm under his right armpit 
and wraps him round to throw him, it is a sc 4to-makikomi 


technique. 


from inside of uke’s left thigh (photo 2), and grips the 
right side of uke’s belt with the left hand inse) 
under uke’s right thigh (photo 3), 

Tori pulls with both hands, pulling uke’s waist 
upwards and, bending forward, controls him by press- 
ing the back of his waist down with the lower 
(photo 4). 


rted from 


abdomen 


Maintaining firmness in his posture, tori grips uke's 
right inside collar with the right hand (four fingers 
inside) and his left inside collar with the left hand 
(four fingers inside), similar to gyaku-juji-jime, and 
pulls him deep. (photo 5.1, $2), 
Tori raises his right knee off the mat, so he is crouch- 
ing down, and again pulls strongly with both hands 
while channeling power into both legs. Then, while 
bending back, he stands up with momentum and in one 
breath lifts uke directly up in front to shoulder height, 
Uke is lifted high while facing up in a posture which 


he can neither resist or adapt to (photo 6, 7, 8). 

Ina competition, tori will be given ippon at this point 
in the technique. It is dangerous to throw uke with 
daki-age as the back of his head and his back will land 
with tremendous force. Therefore, the outcome of this 
technique is recognized before the throw is executed 
completely. In this way, it is different to other techniques. 

This is the “tate-yori-nitemo” technique, as in the 
Kodokan Judo refereeing rules. 


KEY POINTS TO THE TECHNIQUE 

Tori lowers his waist and, folding uke’s body, controls 
him by pressing the back of his waist down with the 
lower abdomen, so that uke is ina posture from which 
he cannot resist. 

By pulling uke’s upper body with both hands in 
the gyaku-juji-jime form, tori is able to bend further 
forward and lift him up. 

Ifuke defends by thrusting both legs out and bend- 
ing back, his upper body will separate from tori, thereby 
causing the technique to fail (photo 9). 

Daki-age is classified as a koshi-waza technique. 
Therefore, the action of the waist is central, and it is 
important that tori lifts uke up skilfully by channeling 
energy into his entire body. 

Therefore, at the moment both of their upper bod- 
ies come into contact, tori thrusts the front of his waist 
out and bends back, and, combined with straighten- 
ing both legs, he channels his energy, and in one breath 
stands up and lifts uke up. If tori’s energy is divided, 
he will not be able to perform the lifting action. 

Itis difficult to express the word “skilfully” in mean- 
ingful terms, but it indicates that the technique should 
be executed by synthesizing the element of timing (by 
executing in an instant) with the subtle elements 
described as “energetically,” “sharply,” “in one breath,” 
and “in one stroke.” 


The referee decides whether the action is executed 
“skilfully” or net, but I think he will be inclined to 
recognize a technique is complete after tori has lifted 
uke up, even if it is executed a little slowly. 


APPLICATION j 
1. Daki-age—when uke grips the back of tori’s belt 


Tori grips both sides of uke’s belt with both hands 
inserted from inside uke’s legs (photo 10) 

Uke responds by rising up, extends his right hand, 
and grips the back of tori’s belt and pulls. At that 
moment, tori seizes the opportunity (photo 11), raises 
both legs, and in one breath stands up and lifts uke up 
(photo 12, 13), 

In sono ichi, tori pulls with both hands in the gyaku- 
juji-jime form so that uke’s upper body does not sepae 
tate from him. But in this situation, uke straightens up 
and grips the back of tori’s belt. Tori then seizes the 
opportunity to apply the technique at the moment 
their bodies touch. 


2. Daki-age —at the moment uke executes ude- 
hishigi-juji-gatame 
When uke lies facing up, tori grips and presses down the 
front of uke’s belt with the right hand (reaching from 
uke’s legs) and his left knee-cap with the left hand. 
Uke responds by gripping the outside of tori’s right 
middle sleeve with the left hand and right inside collar 
with the right hand, and pulls. He also presses tori’s 
left shoulder down with the sole of his right foot, and 
the front of tori’s right hip with his left foot (photo 14). 
Tori grips the right side of uke’s belt with the left 
hand inserted under uke’s right thigh and carries the 


e's right knee on the left shoulder. He 


back of ul 


controls uke’s legs open and begins to exit from uke’s 
left side by passing over his left leg (photo 1 5). 

At the moment after tori carries uke’s right leg up 
on his shoulder, uke wraps his t leg around tori's 
neck and twists his body to the left at an angle. He 
slips the left leg up from the back of tori’s right shoul 
der, over his head and onto his face, holding the right 
arm between both of his thighs. He pulls and tightens 

h both hands, and, bending back, begins to com- 
plete juji-gatame (photo 16, 17). 

Tori responds by crouching forward and bending 
forward; he pushes into uke's upper body, and at the 


same time defends by gripping his own right wrist 
with his left hand and pulls with it (photo 18). 

Uke tries to complete juji-gatame again, and ai the 
moment he bends back with a hard body, tori sets his 
waist firmly, pulls with both hands, and, while resisting 
juji-gatame, straightens both legs and stands up. With 
momentum, tori pulls him up to shoulder height in 
one breath (photo 19, 20). 

This technique conforms to the conditions required 
for ippon. In fact, when uke applies juji-gatame, tori 
will lift up in great pain, but this is recognized as a 
complete technique. 


3. Daki-age—when uke strangles from underneath 
with juji-gatame 


Uke holds tori‘s torso between his legs from under- 
neath, pulls him in deep by gripping both sides of h is 
collar with both hands, and begins to strangle him 
with juji-gatame (photo 21). ; 

Tome tee right front collar with the left hand 
and his left front collar with the right hand and pulls. 
He raises both knees off the mat to take a crouching 
position (photo 22), and in one breath stands up and 
lifts (photo 23), 


itis important to lift up while fully defending against 


uke’s juji-gatame. 


4, Daki-age—when uke rolls backward and wraps 


his legs around tori 
Tori holds uke down with kami-shiho-gatame (photo 
te su 


24). 
In order to escape the hold-d 


S ves back to 
ea “rs Wi h hands and moves 
of tori’s shoulders with bott 5), 


: > 25 
= some distance between them (phote 
ed ori’s torso between 


own, uke pushes both 


cre ‘ 
then rolls backward, and holds t 
his legs from behind (photo 26). 


At that moment, tori pulls and tightens 
with both hands while standing up and 
lifts uke’s body up (photo 27, 28) 

Tori controls uke's body as he lifts it and, 
finishing in a posture where he can throw 
uke down, he meets the conditions required 
for ippon. But if uke holds tori perfectly 
between his legs in this situation, the out- 
come of the technique will not be recog- 
nized when tori lifts him up on his back. 


SONO NI 
Daki-age —from the side of uke's body 
(The technique of “yoko-yori-nitemo” —from the side) 


When uke lies facing up, tori grips his right knee-cap 
with the left hand and the front of his belt with the 
right hand (reaching from uke’s legs). Uke responds 
by gripping tori’s sleeve and collar on tori’s right side 
with both hands from underneath {photo 29), 

Tori grips the back of uke’s belt with the right hand 
inserted through uke’s thighs (photo 30) and controls 
uke’s right leg with the left hand. Tori passes over uke’s 
left leg, and, while moving to the outside of the right side 
of uke’s body (photo 31), he inserts his left hand deep 
under uke's neck. Holding it, tori pulls uke’s buttocks 
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with the right hand and leans forward, controlling uke 
in a posture in which he cannot resist (photo 32.1, 32.2) 

Tori uses both hands to pull uke tight against him 
and in one breath, stands up and lifts him up (photo 
33, 34, 35). 

the technique of “yoko-yori-nitemo,” as in 
the provisions for refereeing. 

In this technique, tori comes out on one side of uke’s 
body in a hold-down (yoko-shiho-gatame) posture, so 
why is it also necessary to lift uke up? The answer lies 
in recognizi 1g a complete daki-age technique: there is 
no doubt about the execution of the technique after 
tori has lifted uke up 


ae ees 


pe TS ate 


1 Hiza-guruma 
fori breaks uke's balance to his right (left) front cor- 
ner, puts the sole of his left foot on the front of uke's 
right (left) kneecap (or on the outside), supporting it, 
and throws him forward in a circle. 


SONO ICHI 

Hiza-guruma— supporting the front of uke’s right 
(left) kneecap with the sole of the left foot at the 
moment uke begins to step with his right fot 


Both sides grapple in right natural posture. Tori steps 
back with the left foot, then the right foot, while 
pulling uke backwards. Uke is pulled and steps for- 
ward with his left foot, then his right foot (photo 1). 
In time with uke stepping his left foot forward, tori 
steps his right foot back in front of uke’s left foot (posi- 
tioning his toes inside). He lifts and pulls with the 
right hand and pulls up with the left hand, lifting uke 
to his right front comer, so that uke steps forward with 
his right foot, and begins to maintain a stable posture 
(photo 2). 
At the moment uke begins to step forward with his 
Tight foot, tori acts by supporting his weight on the 


right leg, and, extending his left leg, puts the sole of 
his left foot on the front of uke’s right kneecap. As he 
begins to step forward with this leg, he restricts the 
free movement of uke’s left foot, and firmly lifts uke 
further to his right front corner using both hands 
breaking his balance (photo 3). 

When uke's balance begins to break considerably 
tori opens his body to the left while twisting, pulls uke 
round, drawing him through an arc, and throws him 
At the moment uke begins to rotate in a circle, the leli 
pulling hand pulls in a downwards direction. Along 
with uke’s rotation, tori turns in the direction tow 
which uke's balance breaks, 

Uke's upper body is pulled over his tight knee, and 
he rotates in a twisting motion as he is thrown down 
(photo 4, 5, 6, 7, 8). 


ards 


KEY POINTS TO THE TECHNIQUE 

It is important for tori to position the right foot, which 
supports his body correctly when stepping backwards, 
When he puts his left foot on the front of uke’s kneecap, 
it is essential that tori maintains his stability without 
letting his waist curve. It is also better to step in with 


the right foot slightly outside the tip of uke’s left foot 


(along the central line) with the toes pointing inwards 
a 


(photo 9). / 
Tori’s left leg must prevent uke’s right leg from 


advancing, but it is not necessary to use force when 
placing it on the knee. Tori places the sole of his left 
foot lightly on uke’s right knee, and, while opening 
his body to the left, strengthens the pulling action of 
both hands. In combination with these actions, he sup- 
ports uke's left leg to throw him. 

It is essential to seize the opportunity at the moment 


uke begins to step forward with his right foot. 


APPLICATION ee 
1, Hiza-guruma— pulling with a right grip on uke’s left 
sleeve, supporting with the right leg 


Both sides grapple in right natural posture. Tori ad- 
vances the left foot, then the right foot, and, pushing 
uke backwards, starts to break his balance. Uke is 
pushed and maintains his stability by stepping back 
with his right foot, then his left foot, and, holding his 
ground, pushes back and begins to step forwards with 


his left foot (photo 10). 
Taking advantage of this movement tori lessens 


the pushing action of the right hand and changes his 
right grip from uke’s left collar and, sliding it down 
the outside of his upper arm, grips the outside of the 
left middle sleeve (photo 11). He steps his left foot in 
to the tip of uke’s right foot with the toes pointing 
inwards. Combined with this body control, he lifts up 
with the right hand and pushes uke’s right elbow up 
with the left hand. He opens his body to the right 
while lifting uke to the left front corner, so that uke 
steps his left foot forward and tries to maintain his 
posture (photo 12). 

At the moment uke begins to step forward with his 
left foot, tori puts the sole of his right foot on the front 
of uke’s left kneecap (photo 13), and while twisting 
his body to the right, draws uke through an arc by 
pulling with both hands, and throws him down 
(photo 14). 


2. Hiza-guruma— adapting from osoto-gari 

Uke grapples in a right posture with his waist slightly 

lowered, while tori pulls uke’s upper body by gripping 

the back of his collar with the right hand (photo 15). 
Tori, seeing an opportunity, executes osoto-gari, but 

uke keeps his feet firmly on the mat, and lowers his 

waist even further to defend (photo 16). Seeing that 


his technique has proved to be unsuccessful, tori returns 
to his original posture (photo 17). 


ft foot to the outside of 
uke’'s right foot, and, raising his right leg, begins to reap 
with osoto-gari. Uke defends by leaning forward and 
at that moment (photo 18) tori opens his body to the 
right by pivoting on the tip of the left foot (with his right 
foot still raised off the mat after reaping). He changes 
the direction of the kuzushi and, gripping the back of 
uke’s collar with the right hand, pulls, twists, and turns 
uke’s upper body to his left. In addition to this he 
pushes up with the left hand and places the sole of his 
right foot on uke's left kneecap (photo 19).Tori opens 
his body to the right in a large motion, pulls, and twists 
uke round to throw him down (photo 20, 21, 22). 
In this technique tori feints osoto-gari, and when uke 
adapts to this, he adapts and changes to hiza-guruma. 


Tori steps in again with hi 


3. Hiza-guruma—adapting and continuing from uke's 
kouchi-gari 
Tori and uke grapple in right natural posture. Uke sees an 
opportunity and begins to execute kouchi-gari (photo 
23). 
Tori perceives uke's intention and steps his left foot 
back slightly, thereby opening the distance between 


them. He lifts uke forward with both hands and, break- 
ing uke’s balance, puts his right foot on uke’s lef knee 
and restricts the movement of that leg. Then he twists 
him to the right with both hands and throws him down 
(photo 24). 

In response to uke’s kouchi-gari, tori maint 
stability by moving away from uke and bre. 
balance forward while supporting 


ains his 
aks uke’s 
his leg. The timing 
is very important; tori must support uke's leg at 
moment uke pushes forward. 


the 


SONO NI 


Hiza-guruma—supporting the side of uke’s slightly 
bended right knee with the left foot 


Both sides grapple in right natural posture. Tori takes 
two or three steps back while pulling uke forward. At 
the moment uke begins to step forward with his right 
foot, tori steps his right foot back just past his own left 
heel, thereby opening the distance between them (while 
still facing uke directly). When tori presses uke's body 
down with both hands, uke’s weight will transfer over 
his right foot after stepping with it, and his right knee 
will become slighuy bent (photo 25). 

At this moment, tori supports his body on the right 


leg, puts the sole of his left foot on the outside of uke’s 
right knee (pressing the top of the back of the knee 
down ina sliding motion), and supporting it, he lifts 
up with the right hand and pulls diagonally down 
with the left hand. He positions uke’s body in ae 
right front corner. Uke’s right knee will bend slightly 
and he will be twisted to the right front corner, as his 
balance breaks (photo 27, 28). ane 

It is extremely important for tori 8 right leg to be 
stable when it supports his body weight. If his right 
leg is positioned too close when he puts the sole of his 
left foot on uke's right knee, his waist and left leg will 
curve, and if it is too far away, the left leg will not reach 
its target. Therefore, it is important that he judges the 
position of uke’s right leg as he steps, and steps his own 
right leg back to the most suitable position (epee 29). 

The unique feature of this technique is that tori 
places his foot on the side of uke's right bent knee, and 
also pushes up and twists uke to the side to throw him. 


SONO SAN 
Hiza-guruma—with the sole of the right foot support- 


ing uke's left upper thigh 


Both sides grapple in right natural posture. Similar to 


Application 1 (sono ichi), at the moment uke moves 
his left foot, tori changes his right grip to the outside 
of uke’s left middle sleeve, advances his left foot in 
front of uke's right foot (along the central line), and 
supports uke's body with his right foot by curving the 
toes of his right foot and placing the big-toe side on 
the outside of uke’s left upper thigh (so that it touches 
his buttock) (photo 30). Tori opens his body to the 
right and pulls uke round with both hands to throw 
him down (photo 31). 

The particular feature of this technique is that tori 
places the sole of his right foot on the outside of uke's 
left upper thigh. The area that he supports is different 
from that in the normal hiza-guruma but the concept 
is the same. 

Kiyoichi Takagi, 7th dan, (later 9th dan), an expert 
in this technique, restyled his own version as momo- 
guruma. He gives an explanation of its most impor- 
tant points in Judo (published by Kodokan, July 1940 
issue, “Tokui waza kokai—an explanation of momo- 
guruma’”). : ” 

“Hiza-guruma is a technique for throwing shorter 
people. When I was learning, we practiced the standard 
hiza-guruma in the approved manner, and although 
we tried to leam it, it would not work properly however 
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ch, we found that 


much we tried. After a lot of rese. 
hiza-guruma is a technique best executed by a tall per- 
son on a shorter person. 

1 wanted to create a set form to throw a short person 
with hiza-guruma and | came up with momo-guruma 
(as described here), which is for me the most suitable 
hiza-guruma, Momo-guruma is pretty much self- 
explanatory: you execute the technique on the outside 
of the thigh. |, however, go further and execute the 
technique on the opponent's buttock.” 


SONO YON 
Points to consider on hiza-guruma 
Gokyo no Waza and hiza-guruma 


Hiza-guruma is the first technique in the first principle 
in the Kyu Gokyo no Waza (1895), and the second point 


2 Sasae-tsurikomi-ashi : 


of the first principle in the Shin Gokyo no Waza (19 34), 

Gokyo no Waza is established as the guideline for 
the instructor grade in nage-waza. Thus, hiza-guruma is 
an element in that grade and a throw for learning. The 
unique feature of Kodokan Judo techniques is the ashi- 
waza. The aim is to teach the basics of nage-waza using 
hiza-guruma. Hiza-guruma should be taught first accord. 
ing to the Ministry of Education, Culture, Sports, Science 
and Technology's “Guidelines for Judo in Schools.’ This 
is because the actions of body control and supporting 
with the foot are easy to accomplish, and since uke is 
twisted around in a low posture, he can break-fall eas. 
ily without fear of injury. 

On the other hand, the level of difficulty in this tech- 
nique is perhaps too high for a beginner. There are very 
few practitioners around now who display expertise 
with hiza-guruma, 


Tori breaks uke's balance towards the right (left) front 
comer, puts the sole of his left (right) foot on uke’s right 
(left) ankle, and, supporting it, rotates uke forward 
around the fulcrum of his ankle to throw him. 


SONO ICHI 
Sasae-tsurikomi-ashi—at the moment uke steps for- 
ward with his right foot (Nage no Kata technique) 


Uke steps forward with his right foot and begins to 
grapple tori in right natural posture. Tori uses this 
opportunity to take a step back from the left foot in the 
tsugi-ashi form, and, while grappling uke in right nat- 
ural posture, pulls uke and begins to break his balance 
forward. Uke responds by taking a step forward from 
the right foot in the tsugi-ashi form (photo 1) 

Once again, tori takes a step back from the left foot 
in the tsugi-ashi form, and uke takes a step forward from 
the right foot in the tsugi-ashi form. 

At this moment, tori does not stop as he steps his 
right foot back in the tsugi-ashi form, but continues to 
move it back diagonally right in a circular movement, 
with the toes pointing inwards, as he opens his body 
towards the left (photo 2, 3). At the moment uke re- 
sponds to being pulled and advances his right foot to 
protect his stability, tori puts the sole of his left foot 
above uke’s right ankle and, supporting it, he pulls with 
the left hand in a large motion, combining the right hand 
with this to throw uke to the left rear (photo 5, 6, 7, 8). 

Uke rotates forward and is thrown around the ful- 
crum of his right ankle 


The principles of the Nage no Kata are as follows: 

Tori pulls uke and breaks his balance to the right 
front comer, and at the moment uke steps forward with 
the right foot (on the second step), tori steps his right 
foot diagonally back and supports his body weight on 
it (lifting his left foot slightly). He opens the distance 
between them and begins to pull uke further to the 
right front corner and break his balance (waiting for 
the moment when uke steps forward with his right 
foot). The key moment at which tori should support his 
leg with excellent timing is when uke steps forward 
with the right foot (on the third step) in order to main- 
tain his stability (photo 9). 

If we look at the performance of this kata, tori does 
not step diagonally backward on the second step with 
the right foot; he will often step in near uke’s left foot, 
or open his body to the right side and, supporting his 
weight, close the distance between them, and putting 
his left foot on uke’s right ankle to support it. 

With the body control (tai-sabaki) in this situation, 
uke is thrown on the second step and does not get as far 
as his third step. Thus, the concept is very different from 
this kata. 

When tori supports his body weight with the left 
foot, he should straighten his waist and bend back 
slightly to maintain a stable posture. 

Itis important to break uke’s balance by lifting him 
to the right front corner. In order to do this, tori lifts 
the elbow upwards to the left with the left hand. He 
lifts and pulls upwards with his right hand (photo 
10), so that uke’s weight falls over the tip of his right 


foot as his balance breaks. Combin- 
ing this with the action of supporting 
the left leg, tori turns his body to the 
eft and pulls further to break uke’s 
palance. In time with uke’s rotating 
movement, tori also turns and faces 
in the same direction as uke and com- 
letes the technique by pulling with 
oth hands. 

The concepts of sasae-tsurikomi- ; 
ashi and hiza-guruma are similar. In the former, tori 
puts the sole of his foot on uke’s ankle, while in the 
latter he puts it on uke’s knee. 


SONO Ni : ; Ue 
Sasae-tsurikomi-ashi—stepping the right foot inside 
uke's left foot and supporting with the left foot 


Both sides grapple in right natural posture. Tori moves 
his left foot to the left side and shifts the right foot 
over while moving to the left side, and leads uke lightly 
to his right side (photo 11). ‘ 
Uke is pulled and steps his right foot to the right side, 
and transfers his weight as he begins to lift his left foot 
to shift over, At that moment, tori steps his right foot 


inside uke’s left foot (with the toes pointing Tasers 
and the body twisting slighty to the left) He lowers 
his waist slightly and, while bending back lifts and or 
upwards with the right hand and pulls up with ne ; 
hand, lifting uke to the right front comer and brea ing 
his balance. Uke’s left foot is ifted in the we ~ 
weight falls over the tip of his right foot, as - oe 
breaks (photo 12.1, 12.2). Tori puts his left om ¢ . 
the front of uke's right ankle and supports it. He turns 


his upper body to the left and, combined with the twist- 
; body, he uses both hands to pull and 


ing action of the . 
Mees ard in a large motion, and 


turn, rotates uke’s body forw 
throws him down (photo 13, 14, 1 5). Wests 
The key point to this technique is that tor s ep: s 

i i stepping his rig 
with his right foot in time with uke stepping his right 


nN 


foot to the right, and as uke’s left foot lifts off the mat, 
ton breaks his balance to the right front corner. 

Tori, while turning to the left, uses both hands in a 
Circular action as if he is turning a handle, and he pulls 
down with the left hand (tightening the armpit) to 
complete the technique. 

This technique is similar to harai-tsurikomi-ashi, but 
differs in that tori supports uke’s right leg with the left 
foot, instead of sweeping it up. For a detailed explana- 
tion of their differences see harai-tsurikomi-ashi (p. 128). 


APPLICATION 
1. Sasae-tsurikomi-ashi—sliding the right leg up 
uke's left leg 


Both sides grapple in right natural posture. Tori steps 
back with the right foot, then the left foot, then the right 
foot again, and, while pulling uke, presses his upper 
body down slightly coming to a halt. Uke begins to 
return to a stable posture (photo 16). 

At this moment, tari lessens the pulling action of 
both hands so that uke straightens up while stepping 
back with the left foot. Tori drives the left foot back 
and puts the top of the right foot lightly on the inside 
of uke’s left ankle, then slides it up so the ankle rises 
(photo 17.1, 17.2). He steps in with the right foot 
(supporting his body with it), lifts up with both hands, 


and breaks uke's balance to the right front corner (photo 
18). Using the same principles in sono ni, tori supports 
uke’s right ankle with the left foot and throws him 
down (photos 19, 20, 21). 

The way to position (tsukuri) uke to the right front 
corner is to slide the back of his right foot up uke’s leg, 
and then from that position to step it down onto the 
mat while combining the action of both hands to break 
uke’s balance sufficiently. 


2. Sasae-tsurikomi-ashi—adapting and changing from 
osoto-gari 
Tori grips the back of uke’s collar with the right hand 
and, grappling him, pulls him forward (photo 22). 
Tori executes osoto-gari but uke defends and returns 
to a stable posture (photo 23) 
This time, tori steps his left foot in to the side of 


uke’s right foot, and at the moment he begins to exe- 
cute osoto-gari, uke defends by leaning forward. At that 
instant, tori puts his right foot on uke’s left ankle and, 
while supporting it, pulls with the right hand, pushes 
up with the left hand, and twists his body to the right 
in a large motion to throw uke (photo 24, 25, 26, 28). 

Tori can use the same principles even when he does 
not adapt from osoto-gari, by stepping in to the side 
of uke’s right foot with the left foot, and, while pulling 
uke round in an outer circle (tori occupying the inner 


circle), he executes the technique with the right foot 
supporting uke’s left foot. 


3. Sasae-tsurikomi-ashi—lifting uke's right arm to 
break his balance 

Both sides grapple in right natural posture. Tori steps 

back while pulling uke forwards, releases his right 

hand, and, while holding uke’s right arm deep under 

his arm, pulls it downwards and feints ippon-seoi-nage 

(photo 29.1, 29.2). 

In order to return to a stable posture, uke straight- 
ens up while stepping back with his right leg. At that 
moment, tori steps his left foot inside uke’'s right foot, 
inserts his right arm even deeper, lifts up, and turns 


3 Harai-tsurikomi-ashi 


his body to the right while lifting uke to his left front 
corner (towards the tip of the left foot), breaking his 
balance (photo 30.1, 30,2). 

Tori puts the sole of his right foot on uke’s left 
ankle and, while supporting it, combines the lifting up 
action of both hands with the twisting action of t 
body to break his balance towards the left front ( 
31, 32, 33). 

This technique is executed without a pulling-hand 
grip, therefore uke is able to respond by putting his 
left hand on the mat. It is essential, then, for tori ta 
breaks uke’s balance sufficiently (by holding his right 
arm deep and raising it), and to twist the upper body 
firmly. 


he 
photo 


Tori breaks uke's balance straight forward or to the 
right (left) front comer while sweeping up the front of 
uke’s right (left) ankle with the sole of his left (right) 
foot. 


SONO ICHI 


Harai-tsurikomi-ashi— sweeping up at the moment 
uke steps back with the right foot 


Both sides grapple in right natural posture. Tori steps 
back with the right foot, then the left foot, and assumes 
a right defensive posture while Pressing uke’s upper 
body down slightly with both hands, and comes to a 
halt. Uke is pulled and steps forward with his left foot, 
then his right foot, and, responding in right natural 
Posture, begins to return to a stable posture (photo 1). 

At this moment, tori lessens the pulling action of 
both hands and pushes slightly. Uke straightens up and 
begins to step back with his tight foot (photo 2). At 
the moment uke’s right foot passes behind his own 


left foot and he begins to wansfer his weight, tori 
changes the direction of his left hand and pulls diago- 
nally upwards, combining this with a lifting-up action 
ith the right hand to lift uke straight forward. Uke 
assumes an unstable left posture with the right foot 
stepped back, and he stands rigid and straight, as his 
body weight falls over the tips of both feet and his 
balance breaks forward (photo 3). 


Atthis moment, tori lowers his waist and steps the 
right foot in energetically, creating momentum, in front 
of uke’s left foot, and supports his body weight. He 
swings the sole of his left foot onto the front of uke’s 
right ankle (photo 4), and sweeps the bottom end of 
uke’s right leg up sharply. 

Combined with the sweeping-up action of the left 
leg, he pulls up further with the right hand, and changes 
the action of his left hand from pulling up to pulling 
straight down. He turns his wrist and pulls it down to 
the front of his own left hip to throw uke. 

Uke is swept up from the front (with his legs scooped 


up), flies up in the air in front of tori, and rotates before 
falling (photo 5, 6, 7, 8). 


KEY POINTS TO THE TECHNIQUE 

Ifuke has already transferred his weight to the right leg 
in order to maintain his stability, it is too late for tori to 
position (tsukuri) him properly. Therefore, he must 
execute the action to lift and break uke's balance at the 
moment before he transfers his weight. 

Tori steps his right foot in so that it points towards 
the front of uke’s left foot (photo 9). This foot must be 
positioned close to uke, If itis positioned too far away, 
lori’s waist will curve and he will not be able to sweep 
up sufficiently, There are many situations in which tori 
supports his body weight on the right leg with the toes 
pointing inwards (left). In this situation, he will have 
to open his body to the left and twist in order to exe- 
cate the throw, Uke’s body weight will fall over the tip 
of his right foot, and the technique becomes sasae- 
tsurikomi-ashi, 

Ifuke has a wide step, tori generally steps his right 
foot inside uke’s left foot to support his weight. But if 
uke has a narrow step, tori steps his right foot outside 
uke’s left foot (photo 10). ; 

When tori executes the technique by sweeping UP 
with his left foot, the full power of his body is very 


important, particularly channelling energy mts his 

right foot from his waist, as is combining this with the 

action of both hands. In order to do this, tori starts 

from a posture where he faces uke, then sticks the front 

of his waist out, bends back, and, bending his right 

knee slightly, lowers his waist. Then he sweeps up by 
pulling straight up from below. Tori executes this action 
as if he is loading uke onto the area of his body er 
the tip of his left foot to the front of his left hip and 

the left side of his chest. This is the trick to the sweep- 
ing-up action (photo 11). 

path tienen he lifts uke and breaks his balance, 
tori, starting from a slightly wider distance, steps in 
; ally with his right foot, thereby cteaung 


energetic i : 
: ing firmness in the action 


ymentum, while maintain’ 
saree uke’s balance, he sweeps up sharply and 
firmly with the left foot in one breath. : 

At this moment he changes the angle of the left foot 
and, sliding the little-toe side of the foot up the front 
of uke’s ankle, sweeps up towards uke’s rear. . 

While he sweeps up with the left foot, he = 
change the direction of the left hand, and sagas 2 
(with the palm side facing up) down to oi % - 
his left hip with the elbow inside, as if drawing an are 
awards, while combining the right hand 


iagonally dowr ree. . 
ae throw. Timing is the important 


with this to complete the 
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factor when changing to the pulling action synchro- 
nized with the throw, particularly with reference to 
the downwards pulling action of the left hand. 


SONO NI 
Harai-tsurikomi-ashi—sweeping up at the moment 
uke steps back with his left foot 


Both sides grapple in right natural posture. Tori steps 
back with his right foot, then his left foot, then his right 
foot again, while pulling uke, and then presses his upper 
body down slightly and comes to a halt. Uke straight- 
ens up and, stepping back with his left foot, begins to 
retum to a stable posture (photo 12). 

At this moment, when tori lessens the pulling action 
of both hands, uke straightens up and begins to step 
back with his left foot. At that moment, tori drives 
uke’s left foot back by lowering his waist and stepping 
ip slightly with the right foot. He lif 
hand, 


F h the right 
nd pulls up with the left hand, lifting uke to 
the right front comer to break his balance. Uke is on the 
verge of stepping his left foot onto the mat to maintain 
his balance, but is pulled and lifted by tori, so that his 
left foot rises and his body weight falls onto the tip of 
his right foot, as his balance breaks (photo 13). 


At that moment, tori lowers his waist and steps in 
energetically with 


right foot, creating momentum, 
to the tip (or the inside) of uke’s right foot, and sweeps 
him up using the principles described in sono ichi 
(photo 14, 15, 16, 17). 

In sono ichi, uke steps back slightly with his right 
foot, rises up onto the tips of both feet, and his balance 
breaks straight forward. In sono ni, however, uke's body 
weight falls over the tip of his right foot, and his bal- 
ance breaks towards the front right corner. Positic ng 
(tsukuri) uke over the tip of his right foot is also impor- 
tant. If this is insufficient, the sole of uke’s right foot 
will often touch the mai causing friction so that tori 
cannot perform the sweeping-up action in one breath. 
Tori will then have to use the supporting form with 


the left foot and throw him with sasae-tsurikomi-ashi 


SONO SAN 


Differences between harai-tsurikomi-ashi and sasae- 
tsurikomi-ashi 


These two techniques are very similar and it can be 
difficult to tell them apart. The differences are described 
in Gokyo no Waza Kaisetsu (Judo by Kaichiro Samura and 
Shuichi Nagaoka, published by Kodokan, 1950). 

“To clear up any confusion, Jet's explain the differ- 
ences between these two techniques. In harai-tsurikomi- 
ashi, we execute the technique by driving the opponent 
backwards. 

In sasae-tsurikomi-ashi, we pull the opponent for- 
wards to execute the technique. This is how we can 
generally differentiate them.” 

According to the judging rules, tori drives uke back 
and executes the technique on uke 


right leg as it steps 
backwards in harai-tsurikomi-ashi. If tori executes the 
technique on the forward leg in sono ni, then it becomes 
sasae-tsurikomi-ashi. This is only a general rule, because 
if we look at sono ni, based on its actual concept, itis 
a harai-tsurikomi-ashi technique. 

The point is whether the technique is executed by a 
sweeping action or a supporting action, and the judge- 
ment of this depends on the viewpoint of the observer. 

Itis also possible to judge the technique by the basic 
differences in the way in which uke is thrown, 


in harai-tsurikomi-ashi, uke’s right foot is swept 
up, and his body flies up in front of tori before falling 
down in front of him (photo 18, 19). 

In sasae-tsurikomi-ashi, uke is drawn through a large 
circle around the fulcrum of his right foot, and rotates 
forward (behind tori) as he is thrown (photo 20, 21). 


SONO YON ae erie 
Points to consider on harai-tsurikomi-ashi 


Ashi-waza is a particular feature of Kodokan Judo. 
{sogai, 10th dan, says the following about the fateful 
match between Kodokan Judo and Tozukaha Yoshin- 
ryu at the police academy in 1930 (in Waga 70 nen wo 
kataru): 

“The story is something like this. In the Police Acad- 
emy police officer training, they decided to invite a 
teacher for martial arts training. They discussed which 
school was better, and it came down to a choice 
between Tozukaha Yoshin-ryu and Kodokan Judo. At 
that time the former was the most famous style, while 


4 Deashi-harai 


At the moment uke steps his right (left) foot forward 
(or backward) and transfers his weight onto it, tor 
reaps it from the rear or from the side with the left foot. 


SONO ICH 
Deashi-harai—sweeping at the moment uke steps for- 
ward with his right foot 


Both sides grapple in right natural posture. Tori advances 
with the left foot, then the right foot, then the left foot 
again, and pushes uke’s upper body backward with 
both hands, and, taking a left defensive posture, comes 
toa halt. 

Uke is pushed back and steps back with his right 
foot, then the left foot, then the right foot again, holds 


Kodokan Judo was still relatively unknown. They 
couldn't decide which style was better, so they decided 
to have a match. This was the first time that Kodokan 
had ever participated in a competition with another 
style of martial arts. 

“So what was the result? In ten matches, there was 
one draw and nine victories for Kodokan. Everyone was 
surprised at this result, but most of all the two sides 
taking part. This established the name of Kodokan Judo. 
Since then, other styles of martial arts have gradually 
dedined while Kodokan Judo has shot to the forefront 
of martial arts. 

“tn those matches, Kedokan players used small 
and agile techniques like ashi-harai, kouchi-gari, hiza- 
guruma, and ouchi-gari to defeat the other side, who 
used osoto-gari and ne-waza.” 

Judo techniques with new concepts, particularly 
the unusual ashi-waza, are recognized all over the 
world and have heightened the awareness of judo. 
Jujitsu schools too have expressed their respect at what 

they call “Kodokan-no-ashi. 


his ground, pushes back, and begins to return to 4 sta- 
ble posture (photo 1). 

At this moment, tori lessens the push 
the left hand and pulls so that uke pushes back and 
begins to move his right foot forward (photo 2} 

Tori acts quickly (faster than uke's movement), and 
steps his right foot back and round behind his own 
left heel. He opens his body to the right, while he 
and pulls back, with his left hand, so 
p forward with the right foot to 


ing action of 


turns the wrist 
that uke takes a big ste 
the area in front of tori (photo 3). 

At the moment uke steps his right 
mat, and transfers his weight, tori sup, i 
on the right foot and sweeps uke’s right heel with nin 
of the left foot (photo 4) in the direction towards which 


foot onto the 
ports his body 


AEN, 


uke is stepping. At the same time, tori pulls down- 
wards with the left hand to complete the throw. Uke‘s 
right leg is scooped up as he falls sideways in front of 
uke (photo 5, 6, 7). 


KEY POINTS TO THE TECHNIQUE 

Tori takes a big step back with the right foot and, while 
opening the distance between them, draws uke’s right 
foot out so that he takes a big step. It is important to 
Position uke in an unstable posture from which he 
cannot adapt. 

At the moment uke steps his right foot forward, 
tori steps his right foot back behind his own left heel 
and, responding to uke stepping forward, opens his 
body to the right. Thus, uke comes to step his right foot 
directly in front of tori (photo 8). 

Tori should pull with his left hand, keeping his own 
elbow inside, turning the wrist over (the underside fac- 
ing up), and pull with the little finger side of the hand 
in the direction that uke is stepping. The right hand 
need only accompany the action of the left hand lightly. 
If tori pushes forcefully, however, uke will be twisted 
round, therefore disrupting the ti ling for the sweep- 
is to perform the 
sweeping action at the instant uke transfers his weight 
onto the right foot. If tori is too quick, uke will sup- 
port his weight on the left foot and lift his right foot to 


ing action. The most important po 


dodge the sweeping action, and if he is too slow, uke 
will transfer his weight onto the right foot, thereby 
rendering tori’s sweeping action ineffective. Tori puts 
the sole of his left foot on uke's right ankle and keep- 


ing firm contact with it, he slides the little-toe side of 


the foot on the mat and sweeps by drawing uke in the 
direction his foot is pointing. 

Tori opens his body to the right, and at the moment 
uke has stepped with his right foot, tori takes a suit- 
able position (in a stable posture so that he can per- 
form the sweeping action effectively), and he combines 
the sweeping action of the left foot with the pulling 
action of the left hand. This synchronization of actions 
is important and requires practice, 


APPLICATION 
1. Deashi-harai— facing uke head on and sweeping at 
the moment his right foot touches the mat 


Both sides grapple in right natural posture, Tori moves 
backward and pulls uke forward (photo 9). At the 
moment uke begins to step with his right foot, tori, fac- 
ing him head on, steps the right foot behind his own 
left heel and, while opening the distance between them, 
pulls uke forward with the left hand, drawing uke’s 
right foot far forward (photo 10). 

At the moment uke steps his right foot onto the 


mat and transfers his weight, tori 
sweeps uke’s right heel with the 
left foot towards the direction uke’s 
foot is pointing (photo 11, 12). 

In sono ichi, tori sweeps uke 
with his body open to the right 
but in this method he sweeps uke 
facing him head-on, similar to 
kouchi-gari (photo 13). 

Consequently, tori’s left leg can 
be viewed as performing a kouchi- 
gari reaping action, instead of 
sweeping, Refer to the explanation —_ 47 
on kouchi-gari for details of their 
differences (p. 140). ; 

In another situation, at the moment both sides begin 
to grapple, tori executes the technique by drawing, uke's 
right foot forward with the left hand only. If this is 
executed with good timing, the technique will be com- 
pleted cleanly, 


2. Deashi-harai—pulling uke round and sweeping at 
the moment his right foot touches the mat 

Both sides grapple in right natural posture. Tori steps 

his left foot in to the side of uke's right foot (photo 

14), and draws his right foot closer, too, while pulling 

uke round with both hands, as if drawing him through 


5). Uke is pulled and steps forward with 
5). 


: 1 f i 
an arc (photo ee, 


the left foot, and continues with his righ 
tain a stable position (photo 16). ie 

At this moment, tori opens his body to ame nig i‘ a 
n with the left hand (keeping his left me 
on the inside), so that uke steps his tight re — 
in front of tori’s left foot (photo 17 ). Tori sweep 


g O' S sot at the instant uke's right 
U x ke’s 
right foot w ith his left foot a! 


foot touches the mat, and he 
(photo 18, 19). 


In this technique, tori occupies an Innes ‘- 
outer circle. It is important te 


pulls dowr 


ansfers his weight to it 


nner circle while 


he pulls uke round in an 
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lead uke round in a large circle to draw his right foot 


ouL 
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Deashi-harai—sending uke to the side and sweeping 
from the side 


Both sides grapple in basic natural posture (photo 
20). Tori, while leading uke, shifts lightly to the right 
side in the tsugi-ashi form with the right foot, then the 
left foot. Uke is drawn and shifts to his left side in the 
tsugi-ashi forrn from the left foot, then the right foot 
(photo 21) 

Tori, still leading uke, lightly shifts two or three 
steps further to the right side in the tsugi-ashi form, 
and, seeing an opportunity, pulls down diagonally with 
the left hand. Uke’s right foot is drawr forward, and at 
the moment it touches the mat, tori sweeps the out- 
side of uke’s right ankle with the sole of the left foot 
towards the side and throws him down (photo 22, 23). 

Similar to the Nage no Kata of okuri-ashi-harai, 
tori shifts to the right side and sweeps uke’s left foot, 

h he moves in the same direction. However, tori 
sweeps up both of uke’s legs together in okuri-ashi- 
harai, while tori sweeps the forward foot only in 
deashi-harai . 
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Deashi-harai—sweeping the right leg from the side at 
the moment uke steps back 


Both sides grapple in right natural posture. Tori advances 
while pushing uke backwards. Uke steps back with his 
left foot and, at the moment he begins to step back 
with the right foot (photo 24), tori sweeps the outside 
of his right ankle from the side with his left foot (photo 
25, 26, 27). 

In this situation, tori supports his body weight on 
the left leg and sweeps from the side when uke’s right 
foot is about to rise off the mat. It is important for tori 
to act at the moment before uke’s right foot separates 
from the mat or at the moment there is still body weight 
on the right foot. 


APPLICATION 

Deashi-harai—sweeping up from the front (diagonally 
towards uke's rear) when uke begins to step back 
Both sides grapple in right natural posture. Tori advances 
while pushing uke backward. Uke is pushed, steps 


back with the left foot, and begins to continue with 
the right foot. 


At that moment, tori lifts and pulls with the right 


hand and pushes into uke’s right armpit with the left 
hand while stepping his right foot inside uke’s left 
foot, He sweeps up the front of uke’s right ankle (as he 
steps back with it) diagonally towards uke’s rear. Uke 
falls in front of tori (photo 29). Ba" 
The main principle of tori’s sweeping-up action is 
to swing the leg forward, in a way similar to harai- 
tsurikomi-ashi. But tori sweeps up the forward right 


leg; therefore it is a deashi-harai technique. The differ- 
ence between deashi-harai, harai-tsurikomi-ashi, and 
okuri-ashi-harai, lies in the position of uke’s right leg 
when it is swept up. In harai-tsurikomi-ashi, tori sweeps 
up uke’s right foot after he moves it past the back of 
his left foot when stepping back (photo 30). In okuri- 
ashi-harai, tori sweeps up both of uke's feet together 


(photo 31). 


5 Okuri-ashi-harai 


‘Tori sweeps (or sends) uke’s right (left) foot to uke’s 
left (right) with his left (right) foot, and sweeps both 
legs up to complete the throw. 
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Okuri-ashi-harai—sweeping uke to his left side 


Both sides grapple in basic natural posture (photo 1). 
While controlling uke, tori shifts to the right side in 
the tsugi-ashi form with the right foot, then the left 
foot, and, leading uke, moves him to his left side. : 

Uke is guided by tori and shifts to the left side in 
the tsugi-ashi form with the left foot, then the right 
foot. 


Tori shifts further to the right by two 

and leads uke lightly to his left side. Uke s 

left foot to the left side and continues with the right 
foot. At that moment tori sends his right sons fo the 
right side, lifts up with the right hand and eke up 
with the left hand by pushing him up slightly diago- 
nally to the left in an upwards curving mig 
(photo 2). Tori supports his body weight on sag he e 
leg, angles the sole of his left foot, puts it eee 
outside of uke’s right ankle (photo 3), and sweeps 
riving his foot in the direction uke is moving 


him up, d 0 “ic 
‘i with the left hand to throw 


towards. He pulls down v 


him down. 


Both of uke’s feet come together and he flies up to 


the left side in a large motion and falls down i 
of tori (photo 4, 5, 6, 7). 


KEY POINTS TO THE TECHNIQUE 

Tadao Otaki, 8th dan, says the following about this 
technique: 

“When you shift quickly to the side, you must act and 
sweep uke's rear foot in the direction he is moving at 
the moment his weight is supported by neither foot. 
By sweeping this one foot, you will sweep both feet 
together and easily throw him in that direction. This is 
the principle of okuri-ashi-harai. With practice you will 
be able to see when your opponent shifts his balance 
between each step, and with a small amount of energy 
you will be able to sweep and throw a large opponent. 
it takes hard work and lots of practice to be able to act 
at the right time to enter the technique. This is part of 
the subtlety if this technique” (Judo Jukko). 

It is important that tori shifts nimbly to the side 
when he sends uke to the side so that uke does not 
resist and follow tori’s movement to shift to his left 
side. Tori does not use his hands to move uke, but 
guides him by shifting his body. It is also important 
that tori shifts over with his body lowered slightly 
while also lifting uke’s body slightly in order to move 
him, Tori pushes into uke’s right armpit towards the 
direction he is moving with the left hand (with his 


wrist curved). Uke’s body will rise and his right foot 
will line up with his left foot. 

When tori sweeps up with the left foot, he sticks 
out his waist, straightens his legs, and sweeps up ener- 
getically, channelling the energy from his body into 
his left leg. It is also important to angle the sole of the 
left foot for the sweeping action. 

Takeshi Sakuraba, 5th dan (later 8th dan), says the 
following about the method of practice for this tech- 
nique “Okuri-ashi Renshu-ho"in Sakko: 

“When I asked Yokoyama, 8th dan, about the finer 
points of leg sweeping, he said one thing: ‘It’s all about 
maintaining firmness in the little toe.’ Angling the sole 
of the sweeping foot maintains firmness in the little 
toe, but also, importantly, produces a very powerful 
sweeping action. If you don't angle the foot, not only 
will the sweeping action be weak but you will also injure 
your foot and cause your opponent pain. On top of 
that, the effectiveness of the technique will be halved.” 
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Okuri-ashi-harai— pulling uke round in a circle 

Both sides grapple in right natural posture. Tori advances 
the left foot diagonally forward to the outside of uke’s 
right foot (photo 8). He also draws the right foot back- 
ward and diagonally left, and, while opening his body 


to the right, he pulls uke’s body round towards the 
right rear corner in a circle. Uke responds to ie 
pulling action by stepping his left foot. ign his right 
foot, round in an are, and tries to maintain his balance 
(photo 9). 

Tori pulls uke round again in the same manner and 
leads him out. Uke moves with his left foot and then 
begins to move with his right foot, and at that moment 
tori opens his body towards the right, pulls his left 
hand inwards, and draws uke’s right foot out (photo 
10). Tori sends uke’s right foot towards uke’s left foot 
with his left foot and sweeps up both legs to throw 
him down (photo 11, 12, 13) . 

Similar to the Nage no Kata in uchi-mata, tor occu- 
pies the inner circle and pulls uke round in an outer 
circle to lead him out. It is important for tori’s body 
control to be skilful so that uke responds lightly. 
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Deashi-harai—sending uke to his diagonal rear corner 


Both sides grapple in right natural posture. Tori pushes 
uke backward, Uke is pushed and steps back with his 
left foot, then begins to step back with his right foot. 
At that moment, tori lifts up with the right hand and 
uses his left hand to push into uke's right armpit, and 
sends uke's right foot towards his left foot, so they line 


up (photo 14). At that moment, tori steps his right 
foot towards the inside of uke’s left foot and, support: 
ing his body weight on it, puts his left foot on the front 
of uke’s right ankle (which he has stepped back with) 
(photo 15), and sweeps both of uke’s feet up diago- 
nally towards his rear. Uke flies up in front of him and 
falls down (photo 16, 17, 18). Eso ome 

The main principle of sweeping up In this technique 
is to sweep up from the front similar to the way in 
harai-tsurikomi-ashi 


0 YON whine ‘ 
ane between okuri-ashi-haral, harai- 
tsurikomi-ashi, and deashi-harai 
s feet at the moment tori sweeps 
chniques. In okuri- 
t together with 


‘The placement of uke 
him up are different in these techn 
ashi-harai, tori sweeps both of uke's fee 
the left foot (photo 19). 
i i i-ashi, 
In harai-tsurikomi-as' hes 
is ti c ck past his own 
foot when uke steps his right foot back past his © 
left foot (photo 20). are: 
In deashi-harai, tori sweeps w ith the le stick: 
his right foot forw ard past his own 


tori sweeps with the left 


ft foot when 


uke is about to step t 
left foot (photo 21) 


6 Tsubame-gaeshi 


Tori dodges uke's sweeping-up movement, then adapts 
and changes to a sweeping-up movement using the leg 
that uke has attempted to sweep up, and throws uke 


down. 
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Tsubame-gaeshi—adapting and changing to deashi- 
harai from uke's deashi-harai 


Both sides grapple in right natural posture (photo 1). 
Tori shifts to the right side in the tsugi-ashi form from 
the right foot while leading uke to his left side. 

Tori then steps his left foot forward slightly, and, 
while leading uke to execute deashi-harai, he dexter- 
ously shifts to the right side two, three, then four 
steps. Uke is led to the left side and moves with his 
left foot, then his right foot (photo 2). 

Tori steps with his right foot, then continues with 
his left foot, and at the moment it is about to touch the 
mat, uke seizes the opportunity and sweeps up the 
outside of tori’s left ankle from the side with deashi- 
harai (photo 3). 


At the moment uke’s sweeping right foot touches 


tori's left foot, tori supports his body weight on the 
right leg and lightly lifts his left foot to dodge the 
sweeping action (photo 4). Uke’ right foot cuts through 
the air and his balance breaks. Tori drives uke’s right 
foot and sweeps up the outside of uke’s Tight ankle 
with his left foot (photo 5.1, -2), while scooping up 
with the left hand to pull him diagonally downwards 
in the direction in which his left foot is sweeping He 
lifts and pulls with the tight hand, combining this 
with the sweeping action to throw uke down, Uke is 
thrown onto his side in front of tori (photo 6, 7, 8), 


KEY POINTS TO THE TECHNIQUE 
In this situation tori leads uke to execute deashi-haraj 
and then adapts and continues to execute tsubame- 
gaeshi. 
Tori can also adapt and continue to execute this tech- 
nique from uke's okuri-ashi-harai. In this situation, tori 
cannot adapt from a posture where his feet are lined 
up. Therefore, at the moment before uke sweeps with 
his left foot, tori steps back a little with his right foot 
and, supporting his body weight on it, lifts his left 
foot to dodge the technique. In all events, tori should 


cultivate a sharp intuition to be able to adapt and 
d instantly. In order to acquire this, tori should 
practice grappling in basic natural posture in a correct 
stance combining agile movements with body control, 
and lead uke in tirne with the rhythm of his movernents. 

At the moment uke executes deashi-harai on tori’s 
left foot, tori steps his right foot back slightly and, trans- 
ferring his weight onto that foot, dodges by moving 
his left foot back. The technique will not be effective if 
tori anticipates before responding with this series of 
movements, Tori must train his body control to Tespond 
and adapt quickly at the moment uke sweeps with his 
right foot. : 

When tori dodges with the left leg, he does not sim- 
ply lift up the entire leg in a large movement. Instead, 
he relaxes his left leg from the knee downwards and, 
lightly bending it, draws back the lower part of his leg 
hinging on the knee. The movement will be large and 
slow if tori moves his left leg out of the way by lifting 
it, and it will become difficult to dodge the sweeping 
movement of uke’s right leg. 

After tori has sidestepped with his left foot, he imme- 
diately swings it back in a circle, and sweeps uke’'s foot 
towards the direction it is moving. This series of move- 
ments must be executed in one moment without hesita- 


respon 


tion. At the moment tori has adapted to tsubame- 
gaeshi, he sweeps up powerfully and sharply with the 
left foot. He also lifts and pulls with the right hand 
and pulls down sharply with the left hand. It is impor- 
tant to synchronize the sweeping action with the action 
of both hands, 

Prior to this technique being given the name tsub- 
ame-gaeshi, it was regarded as the end part of the adapt- 
ing and continuing technique for deashi-harai. 
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Tsubame-gaeshi— adapting and continuing to 
deashi-harai from harai-tsurikomi-ashi 


Both sides grapple in right natural posture (photo 9). 
Uke drives tori back as tori steps back. At the moment 
tori begins to step back with his right foot, uke steps 
in to the tip of tori’s left foot and, while closing the 
distance between them, he sweeps up tori’s right leg 
from the front with the sole of his left foot, and begins 
to throw him with harai-tsurikomi-ashi (photo 10). 
At that moment, tori, facing uke head-on, steps his 
left foot back behind his own right heel, supports his 
weight on it, lifts the right foot (photo 11), and dodges 
uke as he sweeps with his left foot, so that uke’s left 


foot cuts through the air and swings forward. Immedi- 
ately, tori sweeps up uke's left heel with the sole of his 
ght foot in the direction uke’s foot is moving, while 
pushing downwards with the right hand and pulling 
up with the left hand to adapt and continue to tsub- 
ame-gaeshi, and throws him down. Uke is thrown onto 
his side in front of tori (photo 13, 14). 

In sono ichi, tori adapts and continues by shifting 
to the right. In this technique, however, he does this by 
moving backward diagonally. 

It is important that tori step the left foot back 
behind his own right heel in order to dodge uke's harai- 
tsurikomi-ashi. If tori moves his left foot straight back- 
ward and sweeps, his foot will be blocked by uke’s left 
foot hooking the inside, and he will not be able to 
execute the action of sweeping up. 

At the moment before uke sweeps with his left 
foot, tori steps back with his left foot, raises his right 
foot, dodges, and sweeps. The outcome of the tech- 
nique depends upon this series of movements (body 
control) being performed very quickly. 

Tori can also adapt and continue to execute tsub- 
ame-gaeshi using the body control described here from 
uke’s deashi-harai or okuri-ashi 


harai. 

When the tori dodges uke’s left foot, uke’s foot will 
swing forward, but tori will sometimes not be able to 
ly with the right foot. In such a situa- 
tion, tori can execute the technique after his first attempt 


sweep suffici 


z Kouchi-gari_ 


Tori reaps the inside of uke’s right heel with the sole 
of his right foot so that he falls backward 
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Kouchi-gari—tori reaps at the moment uke Steps for- 
ward with his right foot 


Both sides grapple in basic natural posture on the right 


by reaping uke’s right supporting leg with his right 
foot again. This technique is known as kouchi-gari 
(photo 15, 16, 17). 

In this situation, uke’s posture weakens towards the 
rear, therefore tori steps in with his right foot (after 
sweeping) and, taking a right defensive posture, pushes 
uke backward with both hands to throw him down, 
This technique is known as sumi-otoshi (photo 18, 
19, 20). 
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Points to consider on tsubame-gaeshi 
The meaning of tsubame-gaeshi 


The famous Japanese dictionary Kojien explains the 
meaning of tsubame-gaeshi as coming from “a swal- 
low flying, to-ing and fro-ing quickly through the air.” 
1. A technique in kenjutsu. A technique in which 
one holds a sword with the tip pointing in one 
direction. This is then reversed very quickly to cut. 
2. To turn the body around very quickly. 
In accordance with the explanation above, this tech- 
nique has been called “tsubame-gaeshi” for a long time 
because of its similarity to the quickly changing f 
path of the swallow. 
It was formally named by the Kodokan Waza 
Research Institute to reflect its unique qualities (Octo- 
ber 1982), 


side. Tori advances with the left foot, then the right 
foot, then the left foot again, and pushes uke’s upper 
body backward with both hands while taking the left 
defensive posture, then comes to a halt. 

Uke is pushed and steps back with his right foot 
then his left foot, then the right foot again, holds his 
ground, pushes back, and begins to return to a stable 
posture (photo 1). 


At this moment tori lessens the pushing 
action of both hands, and pulls. Uke straightens 
up, pushes back while beginning to step for- 
ward with his right foot. At this instant, while 
facing uke head on, tori steps back with his 
left foot, thereby opening the distance between 
them, and pulls with both hands so that uke 
takes a big step forward with his right foot 

oto 2). 
ran a his right foot forward and at the 
moment he transfers his weight onto it, tori 
supports his body weight on the left foot 
(photo 3.1, 3.2) while he reaps the inside of 
uke's right heel in the direction he is stepping 
with his right foot. At the same time tori pushes back- 
ward with the right hand, pulls downwards with the 
left hand, and reaps uke so that he falls backward. Uke 
falls backward with both his legs open, landing on his 
back (photo 4, 5). 


KEY POINTS TO THE TECHNIQUE i 

Itis important for tori to position uke in a posture from 
which he cannot adapt. In order to do this, it is neces- 
sary to draw uke so that he takes a big step forward 
with his tight foot. This makes his posture unstable so 
that he cannot raise his right foot to dodge tori's reap- 
ing action. : 

In this situation, it is important that tori moves 
backward with body control while facing uke head on. 
If he attempts to reap with his body facing towards the 
left, his posture will become unstable as it is opened on 
the side, therefore not only will the reaping action not 
be effective but he will also allow uke to raise his foot 
to dodge the technique and push tori back. ; 

In situations where tori cannot execute the reaping 
action completely when he is facing uke head on, he 
should move his forward foot sharply forward, and 
then he can push tori backward to throw him down. 

Seizing the opportunity to reap the right footis also 
important. If he reaps too quickly, uke can raise his 
right foot and dodge it, but if he is too slow uke will 


transfer his weight onto his right foot, and tori will 
not be able to reap it effectively. Therefore, tori should 
act at the moment uke steps his right foot down onto 


the mat and transfers his weight onto it. wks 

Tori performs the reaping action by pulling his 
right foot, with the little toe sliding across the mat, In 
the direction uke's toes are pointing. He also opens 
uke’s feet with the sole of his right foot tight gt 
uke's right heel. In short, the reaping acuon should e 
ated in a long movement close to the mat, in the 
4 reaps uke’s right foot by 
c will allow uke 


exec men 
direction of uke’s toes. If tori re: 
reaping upwards with his right foot t pele 2 
to adapt and change to hiza-guruma w ith his ng ‘ 
action of both hands, tori pushes 
bis left hand in the 
sht foot, and breaks 


ight falls 


Regarding the F bot 
with his right hand and pulls w ith 
direction in which uke steps his peal 
his balance backward so that his body we 


towards the right foot. 
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Kouchi-gari—tori reaps by opening a s feet and 
breaking his balance towards his heels 
grapple in right natural posture. Ton moves 


Both sides im 


> cide 1 
with the left foot to the left side ane cor pis 
right foot in this tsugi-ashi form, moving agt sry e 

; oe i xe. Uke is ed an 
then four steps while leading uke. Uke is pulle te 


ues with his 


14k 


moves to the right in time with tori’s movements with 
his right foot, then his left foot, and his right foot again 
(photo 6). 

Tori begins grappling uke in a head-on posture, but 
when he moves to the side he takes a wider step, and 
gradually shifts even further to the left side than uke 
(photo 7) 

Uke steps his right foot towards the right and at the 
moment he transfers his body weight onto it, tori sup- 
ports his body weight on the left foot and opens uke's 
legs wide with the sole of his right foot on the inside 
direction he is leading 


of uke's right foot (towards th 


uke). He pulls downwards with both hands so that 


uke bends forward, and pushes him backwards. Uke’s 
legs open wide, his weight falls over both heels, and 
his balance breaks backward (photo 8). 

While pulling with both hands, tori changes the 
direction of his right foot to reaping forward and pushes 
into uke so that he falls backward (photo 9, 10, 11) 


KEY POINTS TO THIS TECHNIQUE 
When tori opens uke’s legs wide, \ 


ill not be able 
to resist in either a forward or backward direction. Tori 
then pulls with both hands so that uke leans fi ‘ 
and then pushes him, so that his balance breaks with 
his weight over both heels in a posture from which he 
cannot adapt. Thus, the area of uke’s feet touching the 
mat, and thus the friction with that surface, is reduced 
so he can be reaped and thrown easily. 


Opening uke’s legs is the key to this technique. In 
order to do this, tori moves agilely to his side and leads 
uke with him. Together with this, it is essential that 
tori shifts to the left side when he is moving. The shift- 
ing action will position his left foot outside the front 
of uke’s right leg, and pivoting on it, he will be able to 
open uke‘s right leg to the side to a greater degree. 

Therefore, he performs the action of opening uke's 
feet by sliding the little-toe side of his right foot on the 
mat surface, and, while maintaining contact with uke’s 


heel, he quickly changes direction and reaps in the direc- 
tion uke’s toes are pointing. 


In this situation, tori will not have to execute the 
reaping action if he is able to open uke's legs sufficiently. 
Instead, it will be effective to keep his right foot tight 
against uke’s heel, and simply push into uke to throw 
him down. 

in this technique, tori should move agilely to the side 
in a correct posture, and draw uke in time and rhythm 
with his movements. 


APPLICATION 
Kouchi-gari—Tori makes uke lean forward, and 
breaks his balance over both heels 


Both sides grapple in right natural posture. Tori steps 
his left foot back behind his right foot to take a right 
han-mi posture. He pulls uke’s upper body firmly down- 
wards while moving back. Like is pulled, and ta 
basic defensive posture by opening both feet, while 
straightening up to return to a stable posture (photo 12) 


Sd 


When tori lessens the pulling action of both hands 
at this moment, uke begins to straighten up. At the 
instant he straightens up about halfway, tori pulls and 
tightens downwards with both hands while pushing 
uke backward. Uke’s weight falls over the heels of 
both feet and his balance breaks backward in a semi- 
crouching position (photo 13). 

At this instant, tori draws his left foot closer to his 
own right heel and, supporting his body weight, he 
reaps uke’s right heel with his right foot and pushes in 
to throw him down (photo 14, 15). 

{fuke straightens up completely and returns to a sta- 
ble posture, it will be too late to attempt the technique, 
Tori must position uke by pushing in and breaking his 
balance over his heels when uke is in a semi-crouching 
position, while he has straightened up only halfway. 

Tori can also push uke’s body up after breaking his 
balance, so that he bends back, and performs the reap 
ing action (photo 16, 17). 
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Kouchi-gari—tori reaps uke's right foot at the moment 
he begins to step back 
Both sides grapple in right natural posture. Tori ed 
forward pushing uke slightly. Uke responds by mo 
ing backward. : wl 

At the moment uke steps back with his left Pa 
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moves to the right in time with tori’s movements with 
his right foot, then his left foot, and his right foot again 
(photo 6). 

Tori begins grappling uke in a head-on posture, but 
shen he moves to the side he takes a wider step, and 
gradually shifts even further to the left side than uke 


(photo 7). 


s foot towards the right and at the 
moment he transfers his body weight onto it, tori sup- 
ports his body weight on the left foot and opens uke’s 
legs wide with the sole of his right foot on the inside 
e direction he is leading 
uke). He pulls downwards with both hands so that 
uke bends forward, and pushes him backwards. Uke's 
over both heels, and 
s backward (photo 8). 

While pulling v 


of uke's right foot (towards th 


legs open wide, his weight fall 
his balance brea 


both hands, tori changes the 
direction of his right foot to reaping forward and pushes 
into uke so that he falls backward (photo 9, 10, 11). 


KEY POINTS TO THIS TECHNIQUE 
When tori opens uke’s legs wide, uke will not be able 
tin either a forward or backward direction. Tori 
then pulls with both hands so that uke leans forward 
and then pushes him, so that his balance breaks w 


his wei 


h 
eels in a posture from which he 
apt. Thus, the area of uke’s feet touching the 
mat, and thus the friction with that surface, is reduced 
d thr easily. 

Opening uke’s legs is the key to this technique. In 


t over bot 


cannot ad 


so he can be reaped a 


order to do this, tori moves agilely to his side and leads 
uke with hi 


. Tog with this, it is essential that 
tori shifts to the le 


ide when he is moving. The shift- 
ing action will position his left foot outside the front 
of uke's right leg, and pivoting on it, he will be able to 
open uke's right leg to the side to a greater degree. 
Therefore, he performs the action of opening uke’s 
feet by sliding the little-toe side of his right foot on 


e 
mat surface, and, while maintaining contact with uke's 
heel, he quickly changes direction and Teaps in the direc- 
tion uke’s toes are pointing. 


ituation, tori will not have to execute the 


reaping action if he is able to open uke’s legs sufficiently 
Instead, it will be effective to keep his right foot tight 
against uke’s heel, and simply push into uke to throw 
him down. 

In this technique, tori should move agilely to the side 
in a correct posture, and draw uke in time and rhythm 
with his movements, 


APPLICATION 
Kouchi-gari—Tori makes uke lean forward, and 
breaks his balance over both heels 


Both sides grapple in right natural posture. Tori steps 
his left foot back behind his right foot to take a right 
han-mi posture. He pulls uke’s upper body firmly down- 
wards while moving back. Uke is pulled, and takes a 
basic defensive posture by opening both feet, while 
straightening up to return to a stable posture (photo 12). 

When tori lessens the pulling action of both hands 
at this moment, uke begins to straighten up. At the 
instant he straightens up about halfway, tori pulls and 
tightens downwards with both hands while pushing 
uke backward. Uke’s weight falls over the heels of 
both feet and his balance breaks backward in a semi- 
crouching position (photo 13). 

At this instant, tori draws his left foot closer to his 


own right heel and, supporting his body weight, he 
reaps uke’s right heel with his right foot and pushes in 
to throw him down (photo 14, 15). 

If uke straightens up completely and returns to a sta- 
ble posture, it will be too late to attempt the technique. 
Tori must position uke by pushing in and breaking his 
balance over his heels when uke is in a semi-crouching 
pc n, while he has straightened up only halfway. 

Tori can also push uke’s body up after breaking his 


balance, so that he bends back, and performs the reap- 
ing action (photo 16, 17). 


SONO SAN 
Kouchi-gari—tori reaps uke's right foot at the moment 
he begins to step back 


Both sides grapple in right natural posture. Tori moves 
forward pushing uke slightly. Uke responds by mov- 
ing backward. 

At the moment uke steps back with his left oe 
lori moves his right foot between uke’s feet, takes a 
‘ight han-mi posure, and at the moment uke contin- 
Us to step back with his right foot, tori draws his left 
foot close to the back of his own right heel, thereby 


distance between them. He supports 


closing the e p sie 
cting uke's free 


body weight on it and, while restr oak 
movement with the sole of his right foot on uke's right 
right hand and 
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moving backward makes uke take a big step forward. 
Acthe moment uke transfers his body weight onto the 
right leg (photo 25), tori inserts his right arm under 
ight armpit, and, while holding uke’s right leg 
under his own right armpit, he inserts his right Jeg 
between uke’s legs. He puts bis right heel against uke’s 
sight foot, placing it Gght against the side of his ankle, 
and transfers his weight onto it, then grips the outside 
ofuke’s knee (on the gi} with the left hand. Uke steps 
back with his left foot and tries to maintain his stabil- 


ity (photo 26). 

Tori brings his Jeft foot close to his own right heel, 
then transfers his body weight even more onto uke, 
while breaking his balance backward, and pulls firmly 
with the left hand. He puts his neck and right cheek 
against the inside of uke’s right hand and elbow, holds 
uke's right leg between his own right arm and right 


8Ouchi-gari _ 


Tori reaps uke's left leg from the inside with his right 
leg so that uke falls onto his back. 


SONO ICHI 
Ouchi-gari— drawing uke’s left foot out 


Both sides grapple on the right side in basic defensive 
posture. Tori steps forward with his left foot, then his 
tight foot, while pushing uke’s body backward to break 
his balance, then comes to a halt in right defensive 
posture. 

Uke responds by stepping back with his right foot, 
then his left foot, and holds bis ground. Then he 
pushes back and begins to return to a stable posture 
(photo 1). 

At this moment, tori lessens the pushing action of 
his right hand, so that uke straightens up and, while 


pushing back, begins to step forward with his left foot. 


leg, then with his body tight against uke’s chest, he 
drops down onto his side with uke’s right leg as the cen- 
ter, Uke falls backward (photo 27, 28). 

This technique is also known as daki-kouchi and 
sutemi-kouchi. Kouchi-gari is an ashi-waza technique, 
but in this situation the technique comes under yoko- 
sutemi- 


Thus, kouchi-gari comes under two clas- 
sifications. 

Jn some situations, tori throws uke at this point by 
rotating forward of his own volition. This means 
dropping in a rotating movement with the aim of sep- 
arating from uke's body, because uke is being held on 
tori’s back and can therefore continue to a shime-waza 
(photo 29, 30). 

In 1995, the AJJF set daki-kouchi apart from kouchi- 
gari, and gave it the name kouchi-makikomi under the 
classification of yoko-sutemi-waza. 


Atthe moment he does this, tori steps his left foot out- 
side the tip of uke’s right foot (photo 2), steps his right 
foot between uke's feet, and, while lifting it lightly, 
pulls with the right hand to lead uke so that he steps his 
left foot towards the rear of tori’s right foot (photo 3). 

At the moment uke steps his left foot forward, places 
it onto the mat and transfers his weight, tori changes 
from pulling with the right hand and pushes against 
uke’'s left shoulder. He breaks uke’s balance towards 
his rear, and slightly pushes up uke’s right elbow with 
the left band. Supporting his body weight on the left 
foot, he inserts his right leg through the inside of uke’s 
iegs, and puts the back of his right knee across the back 
of uke’s left knee (photo 4). He draws a semicircle on 
the mat with the tip of his right foot as he reaps uke’s 
forward left foot, opening it out. He twists his body to 
the right, and at the same time he pushes down with the 
right hand lifts and pulls with the left hand, reaping 


uke so that he falls back hi 
ke so that he falls backward, while leaning on uke 
with his upper body. : 2 
u : leg is reaped, his feet open and his balance 
breaks backward, the: ls onto hi hoto 5, 6 
en he falls onto his back (photo 5, 6). 


KEY POINTS TO THE TECHNIQUE 
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also allow uke to adapt and continue to execute ouchi 
gaeshi or kosoto-gake. 

It is also important that tori seizes the opportunity 
to reap uke’s leg at the correct moment. If he reaps too 
quickly, uke will raise his left foot and dodge the reap. 
However, if he is too slow, uke will transfer his weight 
onto the left foot, thus rendering tori’s technique inef 
fective. 

If the technique is execuied with accurate timing, 
uke will be thrown backward sharply and land on she 
spot. . 

. Tori reaps with his right leg by placing the back of 
his knee across the back of uke’s left knee. In some sit- 
uations, he can also insert his right leg lightly and place 


his right calf across uke’s left calf, or his right ankle 
across uke's left ankle, to execute the technique. 


SONO NI 
Quchi-gari—tori opens uke’s feet and breaks his bal- 


ance over his heels 


Both sides grapple on the right side in basic defensive 
posture (photo 7). Tori moves with his right foot to 
the right side, and moves with his left foot as well, 
three to four steps in the tsugi-ashi form, moving agilely 
while leading uke over as well. Uke responds in time 
with tori’s movement and shifts to his left side with 
the left foot, then his right foot (photo 8). Tori faces 
uke head-on at first, but he changes his posture when 
he moves over by taking a wider step and shifting even 
further to the right side than uke. At the moment before 
uke steps his left foot to the left side, tori opens his body 
slightly to the left, while stepping his left foot behind 
his own right heel and supporting his body weight, and 
while raising his right foot lightly, he pulls uke out in 
alarge movement so that he steps to the left side with 
his left foot (photo 9). 

In time with uke stepping his left foot to the left 
side, tori steps his right foot lightly between uke's feet, 
and places his right ankle across and against the inside 
of uke's left ankle (photo 10). Uke begins to move his 
left foot, but tori reaps uke’s left foot open towards his 
left side (while facing him directly). At the same time, 
he presses downwards with both hands and pushes, 
80 that uke’s legs open wide. His weight falls over both 
of his heels and his balance breaks backward (photo 
11.1, 11.2) 

Tori sweeps with the right leg, while still pulling with 
both hands, and pushes uke backward (photo 12). 

] Uke is completely unable to resist towards the rear 
with both of his legs wide open, Opening uke's legs 
wide is the key to this technique. It is easier to open 
his legs to the side if tori lightly places his right ankle 
actoss uke’s ankle, 


Tori moves agilely to the side, while leading uke with 


him, and opens uke’s left leg by sliding the little toe 
side of his right foot on the surface of the mat. He twists 
his waist to the right, while facing uke directly, and reaps 
and pushes him down. 

The concept of this technique is similar to that of 
kouchi-gari. 


APPLICATION 
Ouchi-gari—breaking uke’s balance aver both heels 


Both sides grapple in right natural posture. Tori steps 
his left foot back behind his right foot, taking a right 
han-mi posture, and pulls uke's upper body downwards 
while moving backward. Uke responds in a defensive 
posture, straightens up, and begins to return to a sta- 
ble posture (photo 13). 

At this moment, tori lessens the pulling action of 
both hands, and, at the moment uke straightens up 
halfway, tori pulls and tightens downwards with both 
hands while pushing him back, so that uke’s balance 
breaks backward as his weight falls over his heels, in a 
semi-crouching posture. At the same time, tori brings 
his left foot closer to the outside of his own right heel 
(photo 14). 

Tori places his right calf across and against uke's left 
calf, and reaps in a wide motion while pushing him 
down (photo 15, 16). 

If uke straightens up completely and returns to a sta- 
ble posture, it is too Jate to execute this technique. Tori 
should act at the correct time; when uke has straight- 


ened up halfway and is in a semi-crouching position, 
by pushing him backward so that his balance breaks 


over both heels 


SONO SAN “ee. ; 
Ouchi-gari—uke steps back with his left leg, tort 
reaps it with his right leg 

ight natural posture. Tori moves 


Both sides grapple in 
Uke responds by 


forward while pushing uke slightly. 


moving backward. 
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3 At the moment uke has stepped back with his right 
foot, tori steps his right foot between uke’s feet, aitos 
a tight han-mi posture, and pushes wi n 
with both hands (photo 17) 


ile pulling down 


Uke continues to move back and begins to step 
with his left foot. At that moment tori brings his left 
foot close to his right heel, thereby decreasing the dis- 
tance between them, and supports his body weight on 
it He inserts his right leg inside uke's legs, and, plac- 
his calf across uke's calf, he stops uke’s left leg 
f m moving backward (photo 18), then he pulls and 
tightens with both hands and pushes forward. He syn- 

izes this with th ing action of the right leg 
ce falls back (photo 19). : 


chror 


so th 


; 8 technique is executed as uke steps back with 
his left foot. Therefore, if tori i 


will step 
back onto his right f 
onto his right foot at the moment before tori’s 


too slow, uke 


reap 
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vith his right 
ing and controlling uke’s body, 


ws uke down by leaning or b I 
y leaning on his body (photo 20), 


SONO YON 

Ouchi-gari—while lifting uke's right leg up with the 
left hand 

At the moment both sides begin to grapple, tori grips 
sake s left collar with the right hand and presses down 
uke’s right elbow with the left hand (photo 21). 

At the moment uke channels energy into the right 
hand to grip the back of tori’s collar, tori pushes with 
his left hand and releases it, At the same time, he pulls 


uke out with the left hand in one breath, and steps his 
right foot bet 


en uke’s feet, while lowering his waist 
le enters inside uke’s c af 
enters inside uke’s chest, and breaks uke’s balance 


jowards the le 
of uke’s chest wit 
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he ua : 
efi foot closer to the rig) 


his 


ft rear corner by pushing the right side 
h his right shoulder (photo 22). 

aks to the rear, and at the moment 
o the left foot, tori brings 
ht foot, thereby closing the 


e's balance bre 
ransfers his weight ont 


m. He lifts uke’s right leg up from 
and, so that uke 


ance between the 
back of the knee with his left h 


dist 


the : 
gands on one leg (photo 23), and reaps uke’s left leg 


his right leg (photo 24, 25). 

{uke manages to take a grip of the back of tori’s 
ar, tori should lower his head and pass under uke’s 
At the same time, he should brush uke’s 
side with his left hand, and execute 
the reap using the principles described before. 

This technique was in existence at the time the 
Kodokan was established, but it is thought that it was not 
in use in randori. The technique was developed and 
ned at the start of the Taisho era (around 1915), and 
display the power of randori-waza, which 
as included in the Shin Gokyo no Waza. 


wil 
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§Quchi-gaeshi _ 


It is not clear whether there was such a technique in 
the koryu styles, but uchi-kake has been in use in sumo 
wrestling for a long time, as has kawazu-gake, which is 
very similar. The relationship between sumo techniques 
and jujutsu techniques is very strong, which indicates 
the possible existence of such a technique in jujutsu. 

Ouchi-gari is mentioned in probably the oldest copy 
of Kodokan Judo Kogi: 

“If ouchi-gari corresponds to osoto-gari, then kouchi- 
gari corresponds to kosoto-gari. 

In this technique, insert your right or left leg between 
the opponent's thighs, similar to uchi-mata. But rather 
than pulling, like in uchi-mata, or even using your hands 
much, you sweep his left thigh with the inside of your 
right thigh (or his right thigh with your left thigh), 
sweeping from his rear towards his front.” 

Later on this technique developed and changed. Even 
now, variations of this technique are being developed, 
and it continues to foster many judo-ka of note. 


Atthe instant uke reaps tori’s leg with ouchi-gari, tori 
executes the counter technique by sweeping uke’'s leg 
from the outside. He can also raise that leg to avoid the 
technique and twist to the right side (or the left side) 
to execute the counter technique. 


SONO ICH! 

Ouchi-gaeshi—tori counter-reaps uke’s ouchi-gari on 
his right leg (ashi-waza) 

Both sides grapple in right natural posture. Uke ad- 
vances, pushing tori, and comes to a halt in right defen- 
sive posture. Tori responds by holding his ground and 
begins to push back. At this instant uke lessens the push- 


ing action of the right hand and pulls. He draws tori’s 


egins to execute ouchi-gari 


left foot forward and b 
(photo 1). 

Uke steps his left foot in front of tori’s right foot 
_ At the moment he pulls with the right hand, 
steps in with his left foot, and also moves 
and, while 


tori qu 
with his right foot to support his body, 
maintaining stability, he lightly lifts the left foot that 
uke attempts to reap (phato 3, 4). 

‘At the moment uke's right leg touches tori’s left leg 
as he is reaping, tori lifts and pulls with the right hand, 
then pulls with the left hand, and lifis uke, drawing his 


upper body out slightly, while bree ing his balance 


(photo 5). 
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Thus, uke reaps with the right leg from an unstable 
and tori counter-reaps uke’s right leg in time 


postu 


with uke's reaping movement with his left leg. 
Uke's right leg is scooped up and he falls sharply on 


the spot (photo 6, 7). 


KEY POINTS TO THE TECHNIQUE 
Tori must respond to uke’s ouchi-gari from a stable pos- 
at the 


ture in order to be able to counter-reap. The 
moment uke begins to draw tori’s left foot out, tori 
steps in (in front) with his right foot instead, and raises 
his left leg lightly to respond to uke's reaping action. 
Tori must execute his body control instantly, otherwise 
he will not be able to counter-reap. 

Furthermore, at the instant uke’s right leg touches 
tori's left leg, tori must respond by lifting his left leg, 
with a lightness and flexibility from the knee down- 
wards. At that point, tori lifts uke towards his rear (the 
left rear corner) with both hands, thereby breaking his 
balance, and synchronizes the action of counter-reaping 


with his left leg in time with the action of uke reaping. 

In order to respond when there is a slightly greater 
distance between them, tori can counter-reap towards 
the side with the left leg. 

If tori executes his counter-attack in time with the 
action of uke reaping, uke will be thrown cleanly in an 
instant without any resistance. However, uke will not 
fall instantly if tori’s timing is too slow. In such a situ- 
ation, tori must lean on uke’s body to throw him down. 
The techni 


jue executed by tori in sono ichi is called 
kosoto-gake, but because he adapts and continues 
from his opponent's ouchi-gari, the technique is called 
ouchi-gaeshi. 


SONO NI 
Ouchi-gaeshi—tori counter-reaps uke’s ouchi-gari on 
his right leg and his left pivoting foot 


Both sides grapple in right natural posture. Uke advances 


while pushing tori, and, while driving his left leg back, 
regins to execute ouchi-gari (photo 8). 

At that moment, tori quickly steps his right foot 
back and round behind his own left heel, thereby 
decreasing the distance between them. He supports 
his weight on the right leg and lightly lifts the left leg, 
and responds to uke reaping with the right leg in this 
posture (photo 9). 

Atthe moment uke reaps with his right leg, tori lifts 
and pulls uke with his right hand, and pulls with the 
eft hand to lift him and break his balance (photo 10), 
He dodges uke’s reaping action with his left leg, while 
ifting and pulling uke with both hands. He puts the 
up of his left foot on the heel of uke’s left foot, on which 
he is pivoting (photo 11.1, 11.2), and counter-sweeps 
both uke’s left foot and right leg (photo 12, 13, 14) 

In sono ichi, tori executes the counter-technique on 
the leg with which uke attacks, while in this technique 
he counter-reaps the right leg and the left pivoting foot 
together. Accordingly, tori’s left foot will not be able 
to reach to uke’s left ankle if uke stands too far away 
from him, and he wili be unable to execute the counter- 
reap in a stable posture. 

{f tori responds in close proximity to uke, he should 
reap by pulling towards himself, and if he stands far 
away, he should reap by sweeping towards the side: 


Tori can also reap uke’s left heel with the left foot. 
Tori executes kosoto-gari (ashi-waza) in this technique. 
However, because uke executes the kake for ouchi-gari, 
tori responds by adapting and continuing; therefore it 
becomes ouchi-gaeshi. If tori executes the technique 
before uke executes the reaping movement, it is kosato- 
gake, 


SONO SAN am 
Ouchi-gaeshi—dodging and twisting to ihe right to 
counter uke’s ouchi-gari (te-waza} 
Both sides grapple in right natural posture. Uke advances 
while pushing tori backward, and begins to execute 
ouchi-gari on ton’ left leg as he steps back (photo 15)- 

Atthis moment, tori quickly steps back with his right 
foot, thereby increasing the distance between them, 
and supports his weight on it. He raises his left foot to 
dodge uke’s technique (photo 16, 17), and with the 
force of his right leg cutting through the ait, uke’s weight 
falls over the tip of his left foot, and with the momen- 
tum from the reaping action his balance breaks and he 
tilts towards the left side (photo 18). 

Without losing a second, tori steps his Jeft foot back 
and down onto the mat, lowers his waist, and, from a 
stable posture, pushes uke's right elbow up with the left 


hand, and pulls downwards with the right pat hile 
direction uke is falling in, he twists to 
the right in time with uke’s rotating area 
seether with the momentum of falling pronion 
e, and the twisting acuon 
rown ina large rotation 


turning in the 


Tog : 
by tori dodging his techniqu 


of both of tori’s hands, uke is th 


(photo 19, 20). 


ichi hi-waza 
Quchi-gaeshi in sono ichi 


and sono ni are ast 
ecause the counter technique Is executed 
a te-waza technique 
counters by twisting 
s ouchi-gari, 


techniques, b atte 
with the foot, However, this is 
because tori dodges uke's reap and — 
with both hands. In order to dodge uke 


tori must act at the moment before uke channels energy 
into his reaping action. Therefore, tori must take a big 
step back with his right foot as quickly as possible, 
thereby increasing the distance between them. He must 
support his body weight on it and raise his left foot, 
Tesponding in a stable posture. Tori will not be able to 
counter the technique if uke already channels energy 
into his technique. At the moment uke’s balance breaks 
to the left side (after tori dodges him), tori twists with 
his upper body and both hands, synchronizing them in 
the direction of uke’s movement, and executes the tech- 
nique without a moment's hesitation. Uke's momentum 
turns him round, and he is thrown sharply in an instant. 


SONO YON 


Ouchi-gaeshi—dodging and twisting to the left to 
counter uke's ouchi-gari (te-waza) 


Tori responds to uke's reaping action with the right leg 
(photo 21) by stepping back with his right foot, thereby 
increasing the distance between thern, and supports his 
body weight on it. The moment after uke reaps his leg, 
tori raises his left leg to dodge the reap (photo 22), 
steps his left foot back to take a right posture, and lifts 
uke to his right front corner 


h both hands, so that 
his weight falls over the tip of his right foot as his bal- 
ance breaks (photo 23) 


At that moment, uke pushes up with the right hand, 

pulls down with the left hand, and, while turning his 
body to the left side, twists to throw him down (photo 
24, 25, 26). 
s technique, uke rotates in the opposite direc- 
on. Therefore, tori takes a big step, thereby opening 
the distance between them, and pulls uke to the front 
comer to break his balance. After dodging the reap, he 
steps his right foot back and takes a right defensive pos- 
ture, and with his waist firmly set, twists firmly with 
both hands to complete the technique. 


SONO GO 
Points to consider on ouchi-gaeshi 
How to differentiate ouchi-gaeshi and uki-otoshi 


Itis difficult to tell these two techniques apart, but it is an 
essential part of ouchi-gaeshi that the opponent clearly 
attempts to execute (kake) ouchi-gari, Thus, the oppo- 
nent executes a reaping action with the leg, and ton 
must respond by raising the leg to dodge it and twist 
to complete the technique. Jn uki-otoshi, however, tori 
estimates when the opponent is about to execute ouchi- 
gari, steps his foot back at the moment before uke begins 
the kake, and throws him down by twisting. 


10 Kosoto-garl 
aks wke’s balance towards his rear or his right 
; then he reaps uke’s heel from behind with 
falls onto his back. 


Tori bre 
rear comer, 
his left foot so that he 


ICH 
ante —tori reaps at the moment uke steps for- 


ward and transfers his weight onto his right foot 


goth sides grapple in right natural posture. Tori advances 
with the left foot, then the right foot while pushing uke 
ackward, then he comes to a halt in right defensive 
posture. Uke responds by stepping back with his right 
foot then his left foot. He holds his ground and then 
ushes back and begins to return to a stable posture 
( 1). 
= tori steps his right foot back behind 
is own left foot while lessening the pushing action of 
the right hand and pulling, so that uke moves his left 
got forward, and continues by beginning to step with 
his right foot (photo 2). ; 

At this moment, while facing uke head on, tori pulls 
uke, keeping his elbow on the inside, so that uke takes 


a big step forward with his right foot. At the moment 
he transfers his weight, tori pushes with the right hand, 
(lifting slightly), pulls diagonally downwards with the 
left hand, and breaks uke's balance towards his rear. 
Uke's body weight falls over his right heel as his bal- 
ance breaks (photo 3). 

Tori supports his body weight on the right foot, and, 
placing the sole of his left foot at an angle on uke’s right 
heel (photo 4.1, 4.2), he pulls down with the left hand, 
pushes with the right hand, and reaps in the direction 
uke’s toes point. Uke falls sharply on the spot (photo 5, 6) 


KEY POINTS TO THE TECHNIQUE 
By making uke take a big step with his right foot, tori 
backward. It 


ensures that uke cannot resist by movi 


is important that tori positions uke by 
th b is so that his v 


him towards the rear v 


falls over the heel of hi 

This reduces the surface area of his foot touching 
the mat, and therefore the surface friction, so that tori 
will be able to exeaute a sharp reap. If tori does not b 
his balance sufficiently, however, a larger surface area 


of the foot will remain on the mat, making it difficult 
to execute the reap. 

In order to reap uke’s right foot properly, it is impor- 
tant for tori to position both feet outside the central 
line (behind uke) when he opens his body to the right 
(photo 7). 

When tori reaps with his left foot, he should angle 
the sole and reap uke’s right heel with the arch of his 
foot by sliding the little-toe side of his foot on the mat, 
so that both of uke’s legs open. 

There are many explanations of how to reap with 
the arch of the foot, but you should actually 
heel with the top of the sole of the foot. It is important 
to include the tips of the toes in the reaping movement 


The opportunity to apply this technique is when uke 
takes a big step forward with the right foot, or when 
tori feints a left side technique, like uchi-mata, and uke 
responds by stepping forward with the right foot. This 
technique bears similarities with deashi-harai, and their 
differences are explained later. 


APPLICATION 


1. Kosoto-gari—reaping at the moment uke steps 
back with his left foot 


Tori grips the back of uke’s collar with his right hand, 


and grapples on the right side while pressing him down 
slightly. Uke responds by leaning forward. 

Tori steps back with his right foot, then his left foot, 
and his right foot again, while pulling uke out, then 
comes to halt in left defensive posture. Uke responds 
by stepping forward with his left foot, then his right 
foot, then his left foot again, and responds by holding, 
his ground. He straightens up and steps back with his 
left foot to return to a stable posture (photo 9). 


At this moment, tori lessens the pulling action of 


both hands, and pushes slightly with the right hand so 
that uke reacts by straightening up while stepping 
back with the left foot. in time with uke’s movement, 
tori presses uke’s upper body down with both hands, 
while pushing into him, while uke is in a semi-crouch- 
ing posture. Tori steps his left foot behind uke’s right 
foot, and steps his right foot too, and, in a left han-mi 
Posture, steps in to uke’s right side. At the same time, 
he pushes towards uke’s heels with both hands while 
he is crouching and breaks his balance (photo 10) 

At that moment, tori supports his body weight on 
the left foot, and reaps uke’s right heel with the sole of 
his left foot (photo 11), in the direction uke’s toes are 
pointing, and opens his feet out, so that he falls straight 
down (photo 12) 

The tsukuri is very important, therefore at the 
moment uke steps back with his left foot in order to 


tum to a stable posture, tori steps in with body control 
touke's right side from his left foot, then his right foot. 
At the moment uke has straightened up halfway, he 
pushes into him, while he is in a semi-crouching posture. 


2. Kosato-gari—uke executes tai-otoshi with the right 
foot and tori reaps it 

Both sides grapple in right natural posture. Uke draws 

iori’s right leg out and begins to execute tai-otoshi. 

Atthe moment uke steps in front of tori’s right leg 
to execute tai-otoshi, tori steps his right foot back diag- 
onally, and, moving his left foot too, he dodges the 

ique to the right with body control (photo 13). 
He pushes uke with the right hand, pulls diagonally 
downwards with the left hand, and breaks his balance 
over both heels. Then, from uke’s rear, he reaps the 
inside of uke’s right heel with the sole of his left foot 
{photo 14.1, 14.2), so that uke’s right foot opens to the 
side and he falls backward (photo 15). 

Atthe moment uke steps ip to execute tai-otoshi, 
lori uses body control and positions both feet on the 
center ine behind uke. 

lori reaps the inside of uke’s right foot towards the 
side in an large reaping movement with the sole of his 
left foot. This is the particular feature of this technique 


Roth sides grapple in right natural post 
back while pulling uke forward. Uke step 

eof 
ws the right 


i (photo 16) 


the mat and transfer 
his left foot on uke’ 


Att 
a large step and h 
uses both han 
(photo 17), and then reaps 
in sono ichi (photo 18, 19 
The initial moveme! 
out rather than swe) 
opens wide and f 
breaks his balance 


and then reaps wi 


ONO NI * 
eariet — reaping uke's left pivoting foot 


Both sides grapple in night 
back with his right foot wht'e 
forward. At the moment 

foot, tori acts and, usir 


sono ichi, Applic 


with the sole of his left foot on uke’s right heel, similar 
to deashi-harai (photo 20). 

At the moment uke transfers his w ight onto the 
vards his left heel 
nging the direction of his 
foot, reaps uke’s left heel (photo 21), and throws 
down (photo 22). 

Th 


right foot, tori pushes him back tov 


ro Stages in this technique are aimed at reaping 
( pivoting foot from the outset. Consequently, 
it is important for tori to Step round and behind uke 


with his left foot, then his right foot, at the moment he 


draws uke’s right foot forward Tori can continue to this 


technique in situations where he begins to throw uke 
with deashi-harai, but uke lifts his leg and dodges the 
technique by standing on one leg. 


APPLICATION 
1, Kosoto-gari—from asoto-gari 


At the moment tori executes osoto gari (photo 23), uke 
escapes by twisting his body to the left. At that moment, 
tori steps his righi foot down onto the mat (photo 24), 
and pushes uke towards his left heel with both hands 


While supporting his bady weight on the right foot, 


< uke’s left heel with the sole of his left foot 
he reaps UKE s 


25, 26). ; 1 
es can also use these principles to reap uke’s left 
0 a 


lea re? en uke raises his 
ing foot with his left foot, when uke raise: 


pivot = , 
dodge tori’s osoto-gari. 


right leg to 


2 Kosoto-yari —from uke's osoto-gari 

4ythe moment uke executes osoto-gari (photo 27), 
io steps back with his right foot, steps his left foot in, 
and defends in the left defensive posture while push- 
ing uke towards his left heel (photo 28). He supports 
his body weight on the right foot while reaping uke’s 
left pivoting foot on the heel with his left foot (photo 
29,30). pen 

Tori can also lift up uke’s right leg with his right 
hand, break his balance over the left heel, and reap 
with the left foot (photo 31). 

In this technique, tori lifts up uke’s leg to throw him, 
therefore it is classified as sukui-nage because there is 
no reaping action, If tori lifts up uke’s leg and pushes 
into him to throw him down, it is classified as kuchiki- 
taoshi. 

Iftori hooks with his left foot instead of reaping, in 
Application 1 and 2, it is classified as kosoto-gake. 


SONO SAN : ; : 
Differences between kosoto-gari and deashi-harai 


There are many different opportunities to apply these 
techniques but understanding the subtle differences 


Il Kosoto-gake 


at the moment uke Steps forward with his Tight foot is 
important. 
We can discern the basic differe: 


' nces, by recogniz- 
ing the type of tsukuri and the exec 


ution of the kake. 


Kosoto-gari—sono ichi 
Tsuxuri 

At the moment uke steps his right foot forward onto the 
mat and transfers his body weight onto it, tori pushes 
him towards his right heel (or both heels) to break his 
balance. 

KAkE 

Cori reaps uke’s right heel in the direction uke’s toes are 
pointing with the sole of the left foot. | ke’s legs open 
and he falls straight down. 

Among the kosoto-gari techniques, sono ichi Appli- 
cation 2 (adapting and continuing from tai-otoshi) best 
embodies the concept of this technique, and is also easy 
to understand. 


Deashi-harai—sono ichi 

TsuKuri 

The tsukuri is performed at the moment uke steps his 
Tight foot forward onto the mat and begins to transfer 
his weight (before it is completely uwansferred). 

KaKE 

Tori sweeps uke’s right heel in the direction uke's toes 
are pointing with the sole of his left foot. 


Tori breaks uke’s balance straight backward, or to the 
tight rear corner, and hooks the back of uke’s right 
ouside ankle with the sole of his left foot, and scoops 
itup to throw him down, 


SOND (CHI 
Kosoto-gake—drawing uke’s left foot out 


both sides grapple in right natural posture. Tori advances 
with his left foot, then his right foot, while pushing 
uke backward, and comes to a halt in right han-mi 
‘elensive Posture, Uke responds by stepping back with 
bis ight foot, then his left foot, holds his ground, and 
Pushes back and begins to return to a stable posture 
{photo 1), 

At this moment, tori lessens the pushing action of 
“right hand and pulls instead, so that uke steps for- 
‘ard with his left foot while pushing back. In time 


with his movement, tori lowers his waist, while still 
facing uke head-on, and steps his left foot to the side 
of uke's right foot. He brings his right foot closer to 
his left heel (photo 2), and, changing the direction of 
his right hand, lifts up, drawing an ellipse, while break- 
ing uke’s balance to the right rear comer. At the same 
time, he pulls his left hand towards his left armpit and 
breaks uke's balance in the right rear corner Uke is 
unable to step his left foot onto the mat to tral sfer his 
weight, and thus it lifts off the mat. His posture becomes 
straight and rigid as he supports his body weight on 
the right leg, with his weight over his right heel as his 


balance breaks (photo 3.1, 3.2). a 

Tori supports his body weight on the right leg and, 
bending the left leg slightly, hooks uke's Tight outer 
ankle from the back with the sole of his left foot o~— 
4), and reaps it up. He pulls uke up with both hands 


and throws uke backward. 


APPLICATION 
1. Kosoto-gari — from osoto-gari 


t cori 


he reaps uke’s left heel with the sole of his left foot 


(photo 25, 26). 
Tori can also use these princ iples to reap uke’s left 


pivoting foot with his left foot, when uke raises his 


right leg to dodge tori’s osoto-gari. 


2, Kosoto-gari—from uke's osoto-gari 

Acthe moment uke executes osoto-gari (photo 27), 
tori steps back with his right foot, steps his left foot in, 
and defends in the left defensive posture while push- 
ing uke towards his left heel (photo 28). He supports 
his body weight on the right foot while reaping uke’s 
left pivoting foot on the heel with his left foot (photo 
29, 30). 

Tori can also lift up uke’s right leg with his right 
hand, break his balance over the left heel, and reap 
with the left foot (phote 31). 

{n this technique, tori lifts up uke’s leg to throw him, 
therefore it is classified as sukui-nage because there is 
no reaping action. If tori lifts up uke’s leg and pushes 
into him to throw him down, it is classified as kuchiki- 
taoshi. 

If tori hooks with his left foot instead of reaping, in 
Application 1 and 2, it is classified as kosoto-gake. 


SONO SAN 
Differences between kosoto-gari and deashi-harai 


There are many different opportunities to apply these 


techniques but understanding the subUe differences 


il Kosoto-gake 


Tori breaks uke’s balance straight backward, or to the 
tight rear corner, and hooks the back of uke’s right 
outside ankle with the sole of his left foot, and scoops 
it up to throw him down. 


SONG ICHI 
Kosoto-gake —drawing uke’s left foot out 


Both sides grapple in right natural posture. Tori advances 
with his left foot, then his right foot, while pushing 
uke backward, and comes to a halt in right han-mi 
defensive posture. Uke responds by stepping back with 
his right foot, then his left feot, holds his ground, and 
Pushes back and begins to return to a stable posture 
(photo 1) 

At this moment, tori lessens the pushing action of 
the right hand and pulls instead, so that uke steps for- 


ward with his left foot while pushing back. In time 


TTL 


at the moment uke steps forward with his right foot is 
important 
We can discern the basic differences, by recogniz- 


ing the type of tsukuri and the execution of the kake 


Kosoto-gari— sono ichi 

Tsukuri 

At the moment uke steps his right foot forward onto the 
mat and transfers his body weight onto it, tori pushes 
him towards his right heel (or both heels) to break his 
balance. 

KAKE 

Tori reaps uke’s right heel in the direction uke’s toes are 
pointing with the sole of the left foot. Uke’s legs open 
and he falls straight down. 

ri techniques, sono ichi Appli- 
) best 


embodies the concept of this technique, and is also easy 


Among the kosoto-g: 


cation 2 (adapting and continuing from tai-ot 


to understand 


Deashi-harai—sono ichi 

TSUKURI 

The tsukuri is performed at the moment uke steps his 
right foot forward onto the mat and begins to transfer 
his weight (before it is completely transferred). 

KAKE 
Tori sv 
are pointing with the sole of his left foot. 


eps uke's right heel in the direction uke’s toes 


while still 


with his movement, tori lowers his wai 
facing uke head-on, and steps his eft foot to the side 
s his right foot closer to 


of uke's right foot. He bring 
his left heel (photo 2), and, changing the dir 
his right hand, lifts up, drawing an ellipse, while break- 
ing uke's balance to the right rear comer. At the same 
time, he pulls his left hand towards his left armpit and 


tion of 


breaks uke’s balance in the right rear corner. Uke is 
unable to step his left foot onto the mat to transfer his 
weight, and thus it lifts off the mat. His posture becomes 
is body weight on 


straight and rigid as he supports 


the right leg, with his weight over his right heel as his 


balance breaks (photo 3.1, 3.2). 
Yori supports his body weight on the right leg and, 
he left leg slightly, hooks uke’s right outer 


bending t st 
ankle from the back with the sole of his left foot (photo 


4), and reaps it up. He pulls uke up with both hands 


and throws uke backward 


KEY POINTS TO THE TECHNIQUE 


lis right hand, 

vement. 

ing an ellipse. 

shes that elbow up 

same time he steps in with 

; © side of uke’s right foot, Passing 

{as it steps forward, and pust 
of uke’s hands by li 

Uke is unable to step his lef 
d must stand on the ' 


vhich he cannot adapt 
It is also imp ct i 
npo hronize the body control 
left foot while using both hands 
at this moment 


tori ho: 
his foot and p 


2 above 

S$ is essential for scooping 
im down (photo 9) 

hen tori can hook uke's 

In the Gokyo no Kaisetsu (Judo, by Sh Nagaoka 

and Kaichiro Samura, published by Kodokan, 1950) 

the authors i 


cuss the main points for hook 


- Hegen hooks uke’s right outside ankle with the 
eft foot, he scoops it up instead of sweeping energeti- 
ca ly. At this moment, he combines the action of push- 
sas up with both hands as well. Thus, he executes the 


technique as if he is pulling a plant out of the earth” 


APPLICATION 


1, Kosoto-gake — pushing up uke’s right elbow and 
breaking his balance 


Both sides grapple in right natural posture, fori moves 
his left foot forward, and pushes uke. Uke responds by 
Stepping back with his right foot and then begins te 
step back with his left foot (photo 11) 
z At the moment uke begins to step back with his left 
foot, tori drives uke’s left foot back in time with him 


Stepping back . . . A 
Pping back, lowers his waist, and steps his right foot 


to the side of uke’s left foot (photo 12). He then draws 
his left foot closer, thereby decreasing the distance, 
while lifting and pulling with the right hand, and 
pushing uke’s elbow up with the left hand (gripping 
the outside middle sleeve), so that uke’s balance 
breaks towards his left heel. Uke’s weight falls over his 
left heel, and his balance breaks in an inflexible pos- 
ture (photo 13.1, 13.2). 

Tori uses the principles described in sono ichi to 
hook uke's right outside ankle with the sole of his 
right foot (or heel), and scoops him upwards to throw 
him down (photo 14, 15). 

In the particular feature of this technique, tori pushes 
uke’s right elbow up with the left hand, and breaks his 
balance towards the left heel. It is effective to position 
(tsukuri) u 


n the left rear corner. 


2. Kosoto-gake— drawing uke’s right foot out 

Both sides grapple in right natural posture, tori steps 
back with the right foot, then the left foot, and draws 
uke forward, Uke responds by stepping forward with 
the left foot and then the right foot. 

Tori then steps his right foot back close to his own 
left heel, and, lowering his waist, takes a left han-mi 
posture, while pulling with the left hand so that uke 
Moves his left foot forward, and then begins to step 
forward with his right foot (photo 16). 


> a 
I 


a —_ 


—— 


Atthis moment, tori pulls with the left hand to draw 


uke’s right leg out. Uke steps his right foot onto the mat 
and, supporting his body weight, he lifts his left foot 


up. At that moment tor lifts up with the right hand 


p to his right rear comer: He tightens 


and pushes uke 4 
Ibow with the left hand, and 


and squeezes uke’s right 
breaks his balance towards the right heel (photo 17). 
srinciples described in sono ichi to 


Tori uses the f 
hook uke's right ankle with the sole of his left foot (or 


his heel), and scoop him upwards to throw him down 


(photo 18, 19). 


Tori does not open his body to the right side like in 


deashi-harai. Rather, it is important that he faces uke 
head-on when he hooks and scoops him up. 


SONO NI 
Kosoto-gake —hooking uke’s left leg with the right leg 


When uke is in a left posture, tori grips the back of uke’s 
collar and draws him in so that he bends forward, and 
grapples in right defensive posture (photo 20). 

Tori advances, pushing uke back. At the moment uke 
steps back with his left foot, tori restricts the free move- 
ment of uke’s left leg with his right leg (photo 21), 
leans on uke with his right arm on uke’s leh shoulder, 
and pulls and tightens it. While hooking with the right 
leg, he pushes into uke, and leans on him as he falls 
down (photo 22, 23) 

A good opportunity to apply this technique is when 
uke takes an extreme left posture. Tori does not hook 
and throw uke down in one instant: he synchronizes the 
hooking action with the pushing action, to push for- 
ward and break uke’s balance backward wt 
ing his leg to throw him dow 


nile hook- 
In this technique, tori 
ith the sole of the foot 


does not scoop him up sharpl 
like in sono ichi, but he hooks 


2 leg and covers uke’s 
body with his own body as uke 


alls down to complete 


the technique. The concept is slightly different t 


1ere 


but we can still view it as a technique that relates to 
kosoto-gari. 


APPLICATION : 
Kosoto-gake —continuing from ippon-seoi-nage 


Tori sees an opportunity and begins to throw uke with 
ippon-seoi-nage. Uke lowers his waist and steps his left 
foot forward, and defends by bending back (photo 24). 

At that moment, tori holds and controls uke's right 
arm with his right arm while turning and correcting 
the direction he faces. He pulls with the left hand and 
pushes up with the right arm still inserted in uke’s right 
armpit, so that uke’s balance breaks over his left heel 
(photo 25). He hooks uke’s left leg with his right leg 
and throws him down (photo 26, 27). 

{n some situations tori can feint a right uchi-mata, 
and continue to execute kosoto-gake. 


SONO SAN 

Kosoto-gake— hooking uke’s left pivoting foot to 
throw him down 

Both sides grapple in right natural posture. Tori steps 
back with his right foot, then his left foot, then his 
right foot, while leading uke forward, At this moment 


¢ After changing step, hooks uke’s left heel with 

his left foot. 

Executing this series of movements of body control 
in one instant is the key point in this technique. If tori 
does not step near uke’s left pivoting foot, the distance 
between them will be too great, and he will not be able 
to execute the reap from a stable posture. 

In another variation of this technique, uke faces the 
side in the right posture, and tori reaps both of uke's 
feet at the moment they line up. 


APPLICATION 
Kosoto-gake — continuing from osoto-gari 


Tori 


executes osoto-gari, but uke twis' 


his body to the 
left to escape. At that moment, tori steps his right foot 
onto the mat, and pushes uke towards his left heel with 
both hands, breaking his balance (photo 34). He sup- 
ports his weight on the right leg, hooks uke’s left heel 
with the sole of his left foot (or heel), and throws him 
down (photo 35, 36) 

Uke escapes tori’s technique by bending and twist- 
ing his body to the left, therefore it is important that 
tori continues to execute the technique by controlling 
and drawing uke's upper body against him. 

Toni continues from his own osoto-gari in this tech- 
ique, but he can also adapt and continue in the same 
way when uke attempts to execute osolo-gari. 

This should not to be confused 


osoto-gaeshi, 
here tori c if ; itt 

where tori counter-reaps uke's osoto-gari with another 

osoto-gari technique. 


Neither should it be confused with a tec hnique 


re tori hooks uke's pivoting foot when uke executes 


ue for each of 


those respective tec iques, for example, uchi-mata 
gaeshi, harai-goshi-gaeshi, or hanegoshi-gaeshi 
If tori steps his right foot onto the mat from osoto- 


gari, breaks uke's balance to the rear, and, while stepping 


wn to execute 
the throw, then the technique is tani-otoshi (photo 37). 


his left foot in behind uke’s legs, drops 


SONO YON 
Differences between kosoto-gari and kosoto-gake 


Judo Koza explains the differences between these two 
techniques with the key points explained in a precise 
manner: 

KosoTo-Gari 

The opponent steps his right foot onto the mat, shifts 
his balance, and, at the moment his weight falls over 
both heels, tori reaps from behind his right heel with 
the left foot shaped like a sickle (the toes bent inwards} 
towards the direction his toes are pointing, reaping by 
sliding the foot across the mat. 

KOSOTO-GAKE 

Essentially, at the moment the opponent's balance 
falls over his right foot, put the sole of the left foot onto 
the back of his heel, and scoop him up by sliding the 
left foot upwards, synchronizing this with the move- 
ment of both hands. These techniques should not be 
confused. 


In an explanation of deashi-harai of Waza no Kaisetsu— 
deashi-harai, Mifune, 10th dan, explains the subtle dif- 
ferences between sweeping, hooking, and reaping: 

“There are three movements in ashi-waza, ‘sweep- 
ing,’ ‘hooking,’ and ‘reaping.’ 

Sweeping is similar to brushing an extremely light 
object away. 

When hooking 


By 


you execute the technique as if 
pulling a rooted plant out from the ground. 

Reaping is similar to the movement of reaping and 
cutting off a plant at its root with a sickle.” 


SONO GO 
Points to consider on kasoto-gake 
Study of kosoto-gake by Nagaoka, 10th dan 


Kosoto-gake is not found in the Kyu Gokyo no Waza. It 
was, however, included in the revision in 1934, Shuichi 
Nagaoka, 10th dan, perfected the modern concept of 
this technique as a randori-waza. 

Nagac 


» 10th dan, began as a student of Kito-ryu, 


racticed by grappling together in natural 
j posture. He took the simple and 
pt of this technique and devel- 


which was 
posture and defensive 
unsophisticated conce 


(2 Osoto-gart 
Pa seas uke’s balance to the rear or to the right rear 
comer, then reaps Up uke’s right leg (which carries his 
y ‘ . 

weight) to throw him backward. 


ONO ICHI 
reo-ar—drawing uke’s left foot out 


Both sides grapple in right natural posture. Tori advances 
with his left foot and his right foot while pushing uke 
back, then comes 10 a halt in the right han-mi defen- 
sive posture. Tori pushes uke’s left shoulder back with 
his right hand, breaking his balance towards the rear, 
and steps his left foot in to the tip of nie s right foot. 
Uke responds by stepping back with his right foot, then 
his left foot, holds his ground, and his weight falls over 
the left foot as he is pushed. Uke pushes back and begins 


toreturn to a stable posture (photo 1). 


oped it using a natural posture grappling form and the 
principles of kuzushi, tsukuri, and kake, to perfect the 
sharp and distinct technique that we use today. 


At this moment, tori lessens the pushing action of 
his right hand, and pulls towards his own shoulder so 
that uke steps forward with his left foot while pushing 
back. In time with uke’s action, tori lowers his waist 
and steps his left foot to the side of uke’s right foot 
(photo 2), while changing the direction of his right 
hand to lifting up in a circular motion. At the same time 
he pulls towards his left hip with the left hand and 
breaks uke’s balance towards his right rear corner. Uke 
is unable to step his left foot down onto the mat and 
transfer his weight, so it remains lifted off the mat while 
he supports his body weight on his right leg only. His 
weight falls over towards his right heel, as his balance 
breaks in an inflexible posture (photo 3.1, 3.2). } 

Supporting his body weight on the left leg, ton 
raises his right leg and swings it up in a large motion 
by the outside of uke’s right leg (photo 4), and while 
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maintaining firmness in the toes of his right foot, he 
lowers the right leg so that the back of his right knee 
meets the back of uke’s right knee (photo 5), then lean- 
ing forwards, he pushes with the right hand, pulls with 
the left hand, and firmly reaps uke in an upwards 
motion towards the rear. Uke is thrown back in a lai 


motion and lands hard on his back (photo 6, 7) 
hi oA 8 


KEY POINTS TO THE TECHNIQUE 
If uke defends by stepping back with his right foot into 
a left defensive posture when tori begins to reap with 
his right leg, the reaping action will not be effective. 
Therefore, it is essential to position (tsukuri) uke in 
posture where he cannot step backward ith ' 
foot, so tori should position him to step forward with 
his right foot. Tori advances pushing uke backward sii 
at the moment uke pushes back, tori skilfully leadla 
and positions him. This is the key point in this ech 
nique 

When tori p 
positi 


e right 


ishes uke backward, he should step and 
Pos is r ght foot by the tip of uke’s right foot 
ine make it easy to take the next step with the left 
foot to the side of uke’s right foot (photo 8). 


From that posture, tori pul is ri 
I e, tori pul uis right hand, a 


w of movement, he changes 
watt rd { ) P f 
direction and lifts up ina circular motion whi 


without interrupting the 


— Je pulling 
with his left hand, and putting the ri is ch 
with his left hand, and putting the right side of his chen 


The picture of gu-ryoku in Judo Kyostutsu 


against the right side of uke’s chest (photo 9.1, 9.2). At 
the same time, he steps his left foot to the side of uke's 
right foot by passing uke’s left foot, which he steps for 
ward with, while pushing uke backwards with both 
hands. Uke is unable to step his left foot onto the mat 
so it remains Jifted off the mat, and he stands on the 
right leg only. In this way, tori positions uke in an in 
ible and ri d posture where he cannot adapt. At this 
point, uke’s weight falls towards his right heel, as his 
balance breaks. Tori has not performed the positioning 
(tsukuri) effectively if the whole of uke’s right foot (sole) 
touches the mat and he bends back from his waist 
upwards upper body) only. This is because the fric- 
tion between the foot and the mat surface will prevent 
tori from executing the reap in one stroke, He will 
therefore have to push uke over or twist to throw him, 


X- 


thus it will not be a proper osoto-gari, and there is 
also the risk of uke counter-attacking, For that reason, 
tori must position uke on his right heel (photo 10) 

: In this situation, even if tori does not draw uke’s 
left foot forwards, uke will not be able to step back 
with his right foot to defend, therefore tori will be able 
to position him sufficiently (photo 11). 

When tori steps his left foot to the outside af uke's 
right foot, the toes should point inwards slightly. I! he 
does not step in deep enough, his waist will curve and 
he will reap with the lower pact his leg as a result, Bul 


ifhe steps in too deep, he will bend back into an unsta- 
ble posture, and will not be able to execute an effective 
reaping action. 

In osoto-gari, the technique depends on reaping 
firmly upwards with the right leg. In order to do this, 
tori straightens the right knee, swings it up in a large 
motion, and, channeling energy from the left leg which 
is supporting his weight, he leans. forwards and pushes 
back with both hands. This series of actions must be 
synchronized into one stroke, so that the technique is 
executed sharply. 

The effect of osoto-gari can be understood as two 
opposed, equal forces (or opposite forces in equilib- 
rium). This energy, known as “su-ryoku” in Japanese, 
produces the rotating movement. 

n osoto-gari, tori breaks uke’s balance towards his 
rear corner, and, using the pushing movernent of both 
hands (and upper body) together with the action of 
reaping upwards with his leg at the samme time, produces 
two opposed, equal forces. As a result of this, uke rotates 
towards his rear with great force. If tori executes this 
movement effectively, uke will be thrown down onto 
the back of his head with great force. 

Ifwe look at the facts of a general “kakari renshu— 
uchikomi” (a training method), people often get caught 
up in pulling the opponent's chest against theirs, and 
repeatedly practice bending back and swinging the leg 
upwards, In such circumstances, tori will not be able to 
break uke's balance and posture, and his posture will 
break backward instead, Thus, tori will be unable to 
reap upwards and uke will counter-attack him. 

Osoto-gari is a technique for reaping with the right 
leg Therefore, for uchi-komi training, tori reaps firmly 
with the right le 
with energy. It is important to repeat the practice with 
equal and firm strength on both sides. 

In nage-waza, the combined execution of tsukuri 
and kake will bring about the outcome of that tech- 
nique, In uchi-komi training, master the basics of the 
technique, then absorb the central part of the training 
method in order to produce power in your technique. 


and uke responds sufficiently and 


APPLICATION 
1. Osoto-gari—drawing uke's right foot out 


Both sides grapple in right natural posture. Tori steps 
forward with the left foot, then the right foot while 
pushing uke with his right hand. Uke steps back with 
his right foot, then his left foot and pushes tori back 
while beginning to step forward with his left foot 
(photo 12). 

At this moment, tori lessens the pushing action of 
his right hand, while leading uke, then pulling, steps his 
right foot back near to his own left heel, increasing the 
distance between them, and draws uke’s left foot out 
(photo 13). Tori pulls with his left hand, and leads uke's 
right foot to the right side of tori’s body. Uke takes a 
large step with the right foot, and at the moment he 
transfers his weight (photo 14), tori lifts and pulls with 
the right hand, pulls towards his left armpit with the 
left hand, and pushes uke backward, breaking his bal- 
ance. While doing that, he bends the left knee and, low- 
ering his waist, supports his body weight on the left leg, 
swings his right leg to the side of uke’s right leg (photo 
15), and reaps it upwards (photo 16). 

Similar to deashi-harai, the principle of this tech- 
nique is to reap UP uke’s right leg at the moment he 
yard and transfers his weight onto it. In deashi- 
‘ith the sole of his left foot. 


steps forv 
harai, however, tori sweeps W 
while in osoto-gari he reaps upwards with the right 
leg, therefore using greater power. A key to successfully 
executing the reap in this technique is posiuoning uke 
so that he takes a big step forwa 
as well as acting at the moment when uke begins to 


rd with his right foot, 


transfer his weight. 
The following situations d 


tribe methods to con- 


tinue and execute the technique: : ; 
Tori executes hiza-guruma with the sole of his right 
ke’s left knee, but uke responds by stepping 


foot on u 
hat moment, tori tums 


forward with his right foot. Att 
his right leg and continues to execute osoto-gari to reap 
uke’'s leg. 


3 i ni, tori begins to sweep 
Executing \i, tori begins to sweet 


harai tsurikomi-ast 
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uke’s left foot up with his right fo it uke will often 
respond by stepping in with his right foot. Firstly, tori 
feints harai-tsurikomi-ashi, and at the moment uke steps 
forward, he continues to execute osoto-gari to reap 
uke’s leg. 


2. Osoto-gari—tori reaps uke’s left foot at the moment 
he begins to step back with it 

apple in right natural posture. Tori steps 

ne right foot, then the left foot, then the right 

foot again, and drav f 


ws uke forward to step with his left 
foot then his right foot, and his left foot again, and 
pulls him down 


straighte 


ards with both hands. Uke resists by 
hile stepping back with the left foot 
to 17) 


At this moment, tori lessens the pulling 


to return to a stable posture (f 


n of 
the nght hand, pushes slightly so that uke lifts his left 
foot, and wansfers h t onto his right foot. At 
of uke's 

d, pulls 

bring their chests together, and 


breaks uke’s balance over his right heel so that he stands 


and straigh 


(photo 18). Tori the aps uke's 
eg up with his right leg using the principles 


© ichi (photo 19) 


technique in sono ichi, tori breaks 


uke’s balance over his right heel, but skilfully seizes 
the opportunity to execute the technique at the momem 
uke begins to step back with the left foot. It is impor- 
tant to time the positioning perfectly, He therefore 
steps his left foot to the side of uke’s right foot, in time 
with uke stepping back with his left foot. 


SONO NI 
Osoto-gari— throwing uke down with his right leg 


Both sides grapple in right natural posture, Tori begins 
to reap uke with osoto-gari, but uke defends by step- 
ping back with his right foot (photo 20). 

Tori pulls uke’s 


upper body tight against him with 
both hands, while advancing and pushing uke back- 
Synchronizing with the reaping action of the 
right leg, he throws uke to the rear (photo 21, 22). 

{n contrast with osoto-gari, where tori reaps sharply 


ward 


in one instant with the right leg, in this technique he 
throws uke by hooking the right leg, or pushes hin 
down. TI 


is substantially different to the basic con- 


cept of osoto-gari, but still relates to it 

This technique is seen more and more these days 
where tori is unable to tsukuri sufficiently and often 
relies on his body strength and force to complete the 
technique 


This technique has the following applications: 

© Tori inserts his right arm under uke’s right armpit 
and puts it on the back of his waist (in situa- 
tions where he executes ippon-seoi-nage, but uke 
responds by bending back) (photo 23). 

* Tori holds uke’s right arm under his right armpit 
(in situations where he executes soto-makikomi, 
but uke responds by bending back) (photo 24). 

* Tori grips uke's collar and sleeve on the same side 
of his body (when uke has passed under tori’s 
right arm) (photo 25). 

* Tori holds uke’s neck deep with his right arm 
(photo 26). 

From these postures, tori leans onto uke, hooks his 
leg, then pushes and throws him down. There are many 
technique like this where tori hooks and throws instead 
of reaping and throwing. 


SONO SAN 

Osoto-gari—tori breaks uke’s balance towards the 
outside of his right foot, then reaps with the lower 
part of his right leg 


Both sides grapple in basic natural posture on the right 
side. Tori controls uke while moving to the left side, 
and leads uke, 


Seeing an opportunity, tori steps his left foot for- 
ward to the side of uke’s right foot thereby opening 
between them, while pulling uke out with 

eight falls towards the outside of 


“d 


the distance 
both hands. Uke's w the out 
the little toe on his right foot and his left foot is | 
up. as his balance breaks (photo 2}. , 

Tori supports his body weight on the left leg and, 
ard, reaps uke's lower leg 


swinging his right foot forw 
with the calf of his right leg, 
(photo 28, 29). 


Iris important that tori steps to the I 
ke, and to position him 


and throws him down 


in by moving to the left 


side with a wider step than u 1 
for the throw (tsukuri) towards the side. — 
In this technique, tori steps in towards uke's right 
is left fe i increased distance 
side with his left foot with an increased dls 
between them. Therefore, he is not able to perform a 
large reaping action by placing his leg acre _ 
—m.. c 2 % aa ; 
so he reaps in a small and sharp movement with his 


oss uke's leg, 


lower leg. 


O YON ile 
qe salah with the back of the right hip 
oht natural posture, at the 


Both sides grapple in re 
e steps back with ; 
a large step with his left 


nt uk his left foot, tori seizes 
momer 
the opportunity and takes 


right leg 


right 


foot to the side of uke's right foot. He puts hi 


deep against uke’s right leg, and the back of 
hip against the back of uke’s right hip (photo 30) He 
lifts and pulls uke while reaping him with the back of 
his right hip to throw him down (photo 31). 


Using this technique, tori can also put his leg deep 


against uke, draw uke closer to him, and, while twisting 
his body to the left, load him onto the back of his right 
is technique is a blend of 


hip to throw him 


Osoto-g. 


SONG GO 
Points to consider on osoto-gari 
soto-gari in Tenjin Shinyo-ryu Jujutsu 


yo-ryu and Kito- 


Master Kano studied both Tenjin 


ryu, and researched each school of manial arts before 


13 Osoto-otoshi 


ar comer, or 


alance to the right 
i. Uke's weight falls towards his right 
ke's right 


so that he falls backward 


n the back of 


SONO ICHI 
Osoto-otoshi—uke in right defensive posture 


. Tori steps 


osm with his left foot, then 


j and trying to break 


At this moment, tori moves his ri 


of uke's right foot, and takes a1 


Uke resists being pulled, steps forward in the tsugi-ashi 


form with his 1 ot, then his left foot, and, respon 


ing in right de 


s towards his left ar 


alls towards his right 


balance breaks (photo 2) 


aises his 


1 the toes pi 


ng downwa 


puts the area from his right heel to his calf belov 


back of uke’s right hip (right buttock) ( 


th 


leg an the 


100 3) 


the lower part of his r 


thigh, he steps his right foot down 


the founding of Kodokan Judo, There are many tech 


niques in Tenjin Shinyo-ryu which resemble osoto-gari 
of 


onto the mat, sliding it down the back of uke's leg 
(photo 4.1, 4.2). At the same time he pushes towards 
ht hand, pulls with the left hand, 
eath leans with his upper bod 


the rear with the rig! 


and in one while 


pushing uke’s upper body down towards the rear, Uke 
falls straight onto his back (photo 5, 6). 
In thi i 


of uke’s right thigh, steps in with his left foot, an 


technique, tori puts his right calf on the back 


g momentum, leans over uke with his upper body. 


This technique has two stages. 


KEY POINTS TO THE TECHNIQUE 


he tsukuri in this technique is similar to that in oso 


f 


in this technique has been explained in many books, 


gari, but the kake is very different. The concept of kake 


their key points expressed with expertise and insight 


“l raise my right leg, and when | step in behind his 
right leg, | put it on the back of his thigh and slide it 


down to the mat. When | step down with my right foot, 


I lower my body slightly, and throw my opponent 
straight down” (Tsuzoku Judo Zukat). 

“I step my Seft leg forward to the 
right side of his right leg, and lean 
on him, bending back slightly. | 
raise the right leg while bending the 
knee and stick it out in front of me 
from his right side, {see diagram). 


knee and with the 


shten the 


feeling of bringing my knee back, | 


slide the back of my thigh down 


back of his right thigh, and at the — Judo Kyoha 


upper body to e 


he technique 
Tori can also continue from ashi- 
guruma using the same pri 


iples. 


2. Osoto-otoshi—from ippon-sesi- 
nage 


€ responds 
with his right 


back (p 


right arm, wt 


direction 


pper body to 
ar (photo 13). Het 


wn onto the mat, while restrict- 


lovement of uke’s right 


leg, steps in with 
Ss the opponent back 


Ms Upper boc 


turns around wv 


'P vithout hesi- 
and breaks uke’s balance tov 


def 
is the rear 2 


4Z4ainst ippon-seoi- 


in some situations he can also grip both the collar 
and sleeve on the same side to execute kala-eri-seoi 


and 
,and 


turn around in the same way to execute this 
technique 


3. Osoto-otoshi—from sato-makikomi 
fori and uke grapple in right natural posture, Tori sees 
an opportunity and begins to throw uke with soto-maki 
komi (photo | 5), but uke defends by bending back. At 
that moment, 


fori turns and corrects the direction he 
fac | 


ing with the left hand. He holds uke’s 


ight upper arm under his right armpit and brings him 
light against | 


Him, then Jeans on him with bis upper 


balance backward. Tori steps his 


body and breaks his Tori : 
body (photo 16), steps in with the left 


ght foot onto the mat 
fat and Jeans on uke to push him down (photo 17). 
foot, and 


{is important to lean on uke’s right arm, which tori 
isholding, and prevent uke from straightening up. 

{tis also possible to continue to this technique 
fom hane-makikomi and harai-makikomi using the 


same principles. 


SONO NI f 
Differences between osoto-otoshi and osoto-gari 


‘These techniques are very similar but the concept of 
Jake in each is vastly different. In the following, we look 
at the basic differences. 

Inosoto-otoshi, tori puts the back of his right thigh 
on the upper part of the back of uke’s right thigh, and 
sieps to the mat by sliding his leg downwards, so that 
uke bends back and falls down, 

In osoto-gari, tori raises his right leg in a large move- 
ment, and swings it down so the back of his knee meets 
the back of uke’s knee, and he reaps upwards in a large 
motion to throw uke backward. 

Tadao Otaki, 9th dan, described the differences 
between these techniques in the following way: 

“This is the same kind of technique as osoto-gari, and 
ifwe look at them in terms of kata there are no major 
differences. There are, however, clear differences in the 
use of energy. 

In osoto-gari, we use the reaping movement. In 
osoto-otoshi, however, we step the foot down by slid- 
ing it down uke’s leg, and push uke so that he bends 
backward and falls down. This makes it different.” 

The main criterion for osoto-otoshi is for tori to step 
the right foot onto the mat to throw uke. In techniques 


14 Osoto-guruma 


Tori breaks uke’s balance towards the rear, puts his right 
leg diagonally across the back of uke's le 
this leg asa fulcrum, throws uke backwards in a rotat- 


ing Motion, 


and, using 


SONO ICHI 
Osoto-guruma—the right leg on the back of uke’s legs 


both sides grapple in right natural posture. Tori steps 
back with his right foot, then his left foot, and his 
right oot again. He begins to pull uke forward to break 
his balance, and draws uke’s upper body downwards 
with both hands, then comes to a halt. At this moment, 


UKe re: . . “ 
ke responds by stepping forward with his left foot, 


like Application 1, therefore, if tori simply steps his 


ot 
right foot onto the mat and pushes uke down without 
is it is 
still classified as osoto-otoshi. On the other hand, if he 


sliding his right leg down the back of uke’s | 


executes the sliding action and reaps uke’s leg instead 
of stepping his right foot onto the mat, this is cle 
fied as osoto-gari 


aSS1- 


SONO SAN 
Paints to consider on osoto-otoshi 
Some famous names associated with this technique 


This technique was included in the Kyu Gokyo no Waz 


but was probably left out of the revision in 1934 


because it was not used in randori- 


There are many farnous names associated with this 
technique. In Master Kano’s Judoka toshite no Kana figoro 


it says the following about Shiro Saigo’s osoto-otoshi, 
who was famous for 


“In 1885, there was a 


Little by little jujutsu f 
direction, they had studied jujutsu some y 


came even from as far as 
e). Otake c 


1in-ryu also came. Otake had never 


came to compete, and 


(present-day Okayama prefectu he Tozuka 


school of the Y 


been beaten in a contest, but was thrown flying with 


osoto-gari by Saigo. Otake was greatly respected by his 


peers and due to this, Kodokan’s reputation was secur 


even more so 


Osoto-otoshi is thought of as a speciality technique 
for judoka of large body size, but it seems surprising 


then that Saigo, 6th dan, was 153 centimeters and 53 


1 the tsukuri compen- 


kilos. Perhaps his immense skill ir 


sated for his sl 


ht foot, then t foot again, holds his 


then his 


ground, and, while straigt back with 


htening up, st 


ble posture 


his jeft foot, and begins to return fo a s 
(phote !) 


At this moment, tori lessens the pulling action of 


the right hand and pushes so that uke begins to step 


with his left foot by supporting his body weight on 


the right foot and lifts the left foot. At that moment 
¢ and steps his left foot deep to 


tori lowers his waist 2 
e lifts and 


the side of uke’s right foot (photo 2). H 
pulling with the 


pulls with the right hand, ar 
hand, brings their chests together breaking uke's 
balance towards the rear. Uke steps his left foot onto 


a right posture 


is feet in 


the mat, so that he takes ¢ 


a narrow stance), his weight falls over both heels, and, 
bending back, his balance breaks towards the rear 
(photo 
s in this posture, tori supports 
leg and, swinging his right 
: diagonally across the back of uke’s right 
thigh and left knee (photo 4.1, 4.2). He lifts uf ‘- t 


left hand 
ward, and, 


the fulcum 


ari. When tori performs the tsukuri 


uld step the left foot, whict hi 
Pp the left foot, which supports his body 


ght. deep pas j i 
ight, deep past the side of uke’s right foot. If he does 
y , doe 
>) in dee ot i t 
tep in deep enough, he will not be able to put his 


leg on the back of uke’s legs. It is essential to 


iri so that uke's feet are positioned in a narrow 
xance in a slightly posture, so that his 
wcignt falls over Tori then puts his right leg 
on the b rom a stable posture (photo 8) 
A he moment uke lifts his left foot, tori must step 
his left foot to the side of uke's right foot, push ike 


towards his right heel with the right hand, and pull uke's 
tight elbow towards the inside by tightening with the 
left hand. 

If tori puts his right leg onto the back of uke’s legs 
with it opened to the side slightly, he will not be able 
to sweep upwards with firmness. Therefore, he must 
bring uke’s body tight against him, and, twisting to the 
left, rotate uke around the fulcrum of his right leg to 
throw him down. ; 


APPLICATION 
Osoto-guruma—from Osoto-gari 


Both sides grapple in right natural posture. Tori sees an 
opportunity and executes osoto-gari (photo 9) 

Uke responds by stepping his left foot back and 
round, and, opening his body to the left, defends ina 
right han-mi posture. At this moment, tori pushes with 
ihe right hand, pulls with the left hand, and breaks 
uke’s balance backward so that his weight falls over 
both heels (photo 10). 
fori reaps with the right leg, while moving his left 
leg ¢ loser, and pushes uke back. Ie supports his body 
weight on the left Jeg, and, changing the action of his 
right leg, puts it on the back of uke’s legs, and throws 
him backward using the principles described in sono 
ichi (photo 11), 


Tori can also continue to execute osoto-guruma in 
situations where uke responds to his osoto-gari by 
stepping his left foot back and round in a large motion, 
then turns his back towards tori and bends to escape 
his technique (photo 12). 

in this situation, tori draws uke’s right foot out, and 
at the moment it touches the mat, he reaps it lightly 
with osoto-gari. Pulling uke’s right foot forward, he 
then changes the action of his right leg and continues 
to execute osoto-guruma (photo 13, 14). 

In another situation, tori executes osoto-gani, but uke 
lifts his right leg up in a large motion to dodge the tech- 
nique, At that moment, tori changes the action of his 
right leg puts it on the back of uke's left supporting leg, 
and continues to execute osoto-guruma (photo 15, 16). 


SONO NI 


Osoto-guruma—tori puts his right foot onto the mat 
behind uke’s legs 


Both sides grapple in the right natural posture. Tori 
performs the positioning (tsukuri) using the principles 
described in sono ichi, and breaks uke’s balance back 
from a tight han-mi posture, so that his weight falls 
‘owards his heels (photo 17). 

Supporting his body weight on the left leg, tori 
swings his right leg forward, and steps it down onto 


the mat near the back of uke’s lef, heel (pho 
While pulling with both hands, he leans on uke 
his upper body, pushes him back, and breaks his bal- 


Tt > ores A nd 
ance. Then, twisting to te! rows him round 


in a rotating motion (photo 19 20). 
Unlike sono ichi, tori steps his righ 


of his right heel in this t 
the technique by fixin 
and twisting hi i 


with throwing uke backward v i-otoshi 
There are two sit ns in whi technique is 
applied. First, when t 
foot on the mat from the outset and secc 
tries to execute the technique described in sono ¥ 
with his leg on the back of both of uke’s legs. bu 
resists; tori therefore slides his right leg down onto the 
mat to execute the technique 
In another situation, tori draws uke's right leg out 
and when he steps forward with it, ton lightly sweeps 
it upwards with the left foot, similar to deashi-harai 


(photo 21), then he quickly ste} 


in deep with the left 
foot and, pushing uke back (photo 22) changes to the 
technique described above (photo 2 3) 
Mifune, 10th dan defined this technique as osore 
Although it is different from basic osoto- 


guruma. 
guruma. it is still related 


mple Sekiguchi-ryu, Yoshin-ryu Tozuka school, 
for exa BE : BA Rie see 3] 
yodokan, Tenjin Shinyo-ryu, Asayama Ichiden-ryu, \ 
Kodokan, \ 


Ryoishinto-ryu, Kito-ryu, and Okuda- 


nkage-ryU, 4 
\ technique that is thought to be the equivalent of 


suma is introduced in this book as harai-ashi 


fy. 


osoto-gu 
(see picture). 


15 Osoto-gaeshi _ 


Tori counter-reaps uke’s osoto-gari technique with an At the moment tori lifts his left foot to step back 


osoto-gari technique. uke steps his left foot to the side of tori’s right foot in 
the tsugi-ashi form, with his left foot then his right 


foot, and begins to reap tori with osoto-gari (photo 2). 
SONOICHI ’ A ene At this moment, tori quickly steps his left foot to the | 
(soto-gaeshi— countering uke’s osoto-gari with side of uke’s right foot, pulls and lifts with his right { 
gsoto-gari hand, draws their chests togeth: th his left hand, and tu 
Both sides grapple in right natural posture. Uke steps pushes uke back. Uke’s weight falls towards the heel 4 


back with his right foot, then his left foot, and his right _ of his left supporting foot, and his right foot, which 
foot again, and begins to pull tori forward to break his _ begins to reap with, is lifted off the mat (photo 3, 4) | 
le pos- } = 


balance, Tori responds by stepping forward with his left At the moment uke reaps from an uns’ 
foot, then his right foot, and his left foot again, holds ture, tori swings his right leg up in front, and then i 
hisground, and straightens up while stepping back with reaps downwards so that uke falls back 
his left foot to return to a stable posture (photo 1). reaps, he pushes uke back, so that uke falls sharply in 


when tori i 


SONO SAN 
Difference between osoto-guruma and osoto-otoshi 


fundamental 


follow 


OsoTo-curuma 


To 


8), and, using it as the fulcrum, 
ard in a rotat 


throws uke back 
Osoto-orosut 


Tuma. This is becau . 


| | e by ing his right foot dow 


onto Wie mat in 


nique. 


| If tori steps his 
lis F o the i 
A tinier throw. In this case, the nique is classified 
| sec el ed ne stent i paint I . gto chnique is classified as osoto 
| 1i (photo 24, 25, 26) 
feet (pc ned A lofi f - iei 
| e or ed inside uke’s left foot), this is classified .SONO YON 
a5 OSOLO-otoshi, i i 
| ni Points to consider on osoto-guruma 
| : f ri has thrown h j jutsu’s / 
ore, tori has thrown uh th his Jujutsu’s osoto-guruma | 
‘d behind uke's feet, the principle: 4 
bade wet cae ae nc iples  Randori Kappo Jujutsu Kyokasho by Yoshitame {guchi 
’ utu sponds by stepping his overs vari j Ss iui ; 
) left foot back and round, then to Pping covers various tec hniques such as jujitsu-no-waza, 


Sright foot will be atemi-wa, i : 
when } atemi-waza, kappo and so on. [t was compiled with 


the help of pr 


actitioners of every style of martial art; 


a large motion as he is counter-reaped (photo 5, 6, 


, 8) 


KEY POINTS TO THE TECHNIQUE 
In this technique, tori counters uke’s osoto-gari by reap- 
ing from the opposite direction (from uke’s rear). Con- 


sequently. 


nique. In other words, at the moment 
th his left foot to execute os 


steps his left foot to the side of uke’s rig 


uke steps in v gari, tori 


nt foot and 


pushes him back to break his balance. Tori counter- 


reaps at the instant uke channels energy into his reaping 


an unstable posture. It is very important that 


AneOuUs. 


at the correct time. 


Pe 


n another situation, tori responds to uke’s technique 
by stepp 


< with his right foot into a left defen- 
sive posture to defend (photo 9, 10). When uke sees that 
hi 


and it is at 


reaping action is not effective, h 


gs his leg back, 
ent that lori counter-reaps with 


osotc 


The his technique is that tori 
counter-reaps with osoto-gari at the moment uke e 


Ccutes Osoto ut this can also mean adapting from 


ng 


and continu 


ng to those techniques: which are included 


in the osoto-gari category of techniques. 


qu 


mely, osoto- 


ari, osoto-otoshi, osoto-guruma, and osoio-makikomi 


The following counter techniques are classified 
according to the final part of the technique executed, 
after adapting and continuing from osoto-gari. Th 
do not include osoto-gaeshi: 


UsnHiro-cosH1 

Tori responds to uke's right osoto-gari by opening his 
body to the right. He steps round to uke’s rear and 
pushes uke’s buttock up with his right knee (photo 11). 
KOsOTO-GAKE 

ori responds to uke’s right osoto-gari by supporting 
his body weight on the right leg, and hooks uke's left 
supporting foot with his left foot (photo 12) 
TANI-OTOSHI 


lori responds to uke’s osoto-gari by stepping round 
8 y 


his rear, steps his left leg behind uke’s left suppe 
eg, and drops down to throw him (photo !3) 
SUKUI-NAGE, KUCHIKI-TAOSHI 

‘ori responds to uke’s right osoto-gari by stepping back 
with his right foot. He inserts his right hand between 
uke’s thighs, lifts him up (from in front or from behind) 


and throws him down to counter with sukui-nage 
(photo 14). Ifhe lifts uke’s right leg from the front with 
his right hand and pushes him back, it is classified as 
kuchiki-taoshi (photo 15). 

Uk1-orosi 

When uke is just on the verge of reaping with 


osoto-gati, tori raises his right leg forward diagonally to 
eit, and when it cuts through the air, uke’s bal- 
e breaks forward. Tori then pulls him down (photo 


inanother situation, at the mornent before uke reaps 
with osoto-gari, tori steps back with the right foot into 
ale han-mi posture, dodges uke’s right leg, and twists 


io 


m down. 

Tori responds to uke’s right osoto-gari by turning 
‘ound in a large motion, and continues and adapts to 
pon-seoi-nage (photo 18, 19), harai-goshi 


ether } 


Tuma, or soto-makikomi. In each technique, the 
cation of name depends on the final part of the 
lechnique that tori uses to throw uke. 


SOND NI 


Osoto-gaeshi—countering uke's osoto-gari with 
soto-otoshi 


oth sides grapple in right natural posture. Uke advances 
while pushing tori back, and begins to reap tori's right 
leg using a right osoto-gari. Uke executes osoto-gati 

and at the moment his leg is crossed with tori's leg 
\ori responds by stepping back with his right foot, and 
‘epping his left foot in to the left defensive posture 

le defending from this posture, he draws uke’s body 
ght against himself with both hands, and pushes so 


Wh 


that uke’s bala 
intal 


While 


ba! 
ture, he pushes uke d 


The p 


right foot onto tt t outset in ord ‘ 
ba nd conitinin ) osoto ssh nd also from 
uke’s osoto-guml c _otos' 
SONO SAN ; Ses eo 
Osoto-gaeshi—countering uke’s osoto-g 
osoto-guruma - 
Both sides Ree ht natural p ; sture. t on es : F 


foot 


osotc 


his r foot, steps in with his left foot, and defends 


in a left defensive posture, while pushing uke back with 


both hands so that his balance breaks over his left 


heel (photo 22) 


yaintains firmness in this pos- 


Atthis moment, tori 
ture, and, supporting his body weight on the left leg, 
7 across 


swings up his right leg and places it diagonally 


the back of both of uke’s legs (photo 23). He tw 


$ to 


the left, and 
a rotating movement to throw him 


his right leg 
down with osoto-guruma (photo 24) 
right foot onto the 


tor steps hi: 


nother situa 


nd uke's left foot and pushes him down with 


mat bi 


a (photo 25) 


Tori can also counter by adapting from uke’s osoto- 


otoshi and continuing to execute osoto-g 


also from uke’s osoto-guruma to osoto-gurun 


16 Ashi-guruma 


ows uke back around the fulcrum of 


SONO YON 
Points to consider on osoto-gaeshi 

Confrontation with Yoshimatsu at the All Japan Judo 
Championships 


In 1951, the author of 
this book competed 
with Yoshimatsu, 6th 
dan (later 9th dan), 
at the All Japan Judo 
Championships, and 
won his first overall 
victory using osoto- 
gaeshi (picture right). 


ga 


rtot 


his right leg 


e puts the lower end o 


on the front right kneecap and, pressing down, 
uses it as a fulaum to throw uke forward in a rotating 


moti 


mn. 


SONO ICHI 
Ashi-guruma—pressing with the back of the right ankle 


in right natural post Tori 


nile 
os - 
Ike responds by stepping back with 


eft foot, then the right foot, v 


begins to step back 


1) 


s his right foot in fror 


distance 


1 to take 


han-mi posture. He lifts and pulls 


ith the right 


hand, pulls with lifting the e up, and, 


e, he lifts uke to the right 


Uke is not able to 


t onto his right foot, and rises onto 


lance breaks (f 


rts his body we 


-g and, straight 


his right leg up in fror 


of uke, puts th 


» back of his ankle diagonally across the 


ce, thus restricting the free 


4.1, 4.2). While twisting 


ills further with the 


tight hand, pulls diagonally downwards with the left 


hand, and throws uke around the fulcrum of his right 


unable te step his right leg forward because 


ricted, and he twists forward as he is 
rotatin 


re. 


throwr 


a motion (photo 5, 6, 7) 


KEY POINTS TO THE TECHNIQUE 


The concept of this technique is almost the same as 


of hiza-guruma. In hiza-guruma, tori throws uke 


with the sole of his left foot on uke’s right knee, but in 


uma he throws uke with the lower end of his 


right leg on uke’s knee. It is a good idea to remember 
these concepts in comparison. 


At the moment uke steps back and transfers his 


body istance 


t, tori steps in, thereby closin 


6 


between them, takes a right han-mi posture, lifts uke, 


and breaks his balance using body control. It is impor- 


tant to seize the opportunity to position (tsukuri) al 


the right moment with exact timing. If tori is slow, uke 


will transfer his weight onto the right foot, and tori will 
not be able to lift him and break his balance. On the 
other hand, if he is too fast, uke will respond by step 


ping forward wi 


h his right foot in a stable posture 
Samura, 10th dan, says the following about this 
tsukuri; 


“If you imagine you're running long-distance, and 


you notice something coming out from the side unex 


pectedly, you stop suddenly. ‘This is how to understand 
on his uppel 


how an opponent's balance breaks wl 


body leans forward and his balance is resting Ove! the 


up of his right foot.” 


Inshon,, tori should position uke (tsukuri) by restrict- 
ing the free movement of his right leg, so that he is 


le to step forward and his upper body only is 


pulled forward. 

The back of tori’s right ankle should touch the lower 
part of uke’s right knee, and their waists should remain 
separate, 

Tori should aim to stop uke's right leg moving for- 
ward by pressing with his right foot. It is not possible to 
Sweep up with the right leg because their bodies are sep 
ing action instead 


wate, therefore tori must use a pr 
(photo 8). 


sicrum of his 


around the fu 


When tori throws 


1¢ relies on the po 


Tori must lift 


right leg, it will not be effective 
¢ ¢ ’ 


from his arms, even U he twists arour 


i ible u 
uke from a straight and inflexible posture 
his right foot to press On 


ance, then use his Th > 
a 1 the left hand, and 


break his 


uke’'s knee, 


push with the right hand, pull v 


izi ese turn and twist to 
synchronizing these 


movements, 
throw uke down. 
| (tai-sabaki) 


throw (tsukuri) 
eft foot, tori steps 


Tori’s body contro pf 
i ana ats 

Tori positions uke for the 

ard with his | 


moment uke steps forw 


his left foot to the tip of uke’s left foot while lifting uke 
straight forward to break his balance (photo 9). Then, 
pivoting on his left foot, he swings the right leg up in 
front, and, rotating the body in a large motion, presses 
uke’s right kneecap down with the right foot (photo 
10, 11). 

In this situation, tori adapts and continues from his 
opponent's technique. Uke executes a right osoto-gari, 
or a right tai-otoshi, and at the moment it does not 
prove effective, uke brings his right foot back and 
returns to a stable posture. At that moment, tori lifts 
uke with both hands, breaking his balance, presses his 
right foot onto uke’ 


knee, driving it back, and contin- 
ues to execute ashi-guruma. 


APPLICATION 

Ashi-guruma— from osoto-gari 

Both sides grapple in right natural posture. Tori sees 

an opportunity and begins to execute osoto-gari (photo 

12). oe 
Uke responds b 


stepping back with his right foot 


ght to dodge tori’s 


and begins to open his body to th 
technique (photo 1 3): 
Uke steps back v 


! h the right foot, therefore tori is 
unable to rea! 5 


because uke’s right leg is positioned too 


far aw. So te 


puts the lower end of his right | 
I e lower end of his right leg on 


the side of uke’s right knee and presses it down. From 
this posture, he changes direction, opens his body to the 
left, lifts and pulls with the right hand, pulls upwards 
with the left hand, and, while lifting uke onto the tips 
of both feet and breaking his balance, he turns to the 
left and throws uke around the fulcrum of his right 
lower leg in a rotating motion (photo 14, 15). 

There are situations in which tori begins to throw 
uke with ashi-guruma from the outset, but in most sit- 
uations tori executes osoto-gari, uke steps back with the 
right foot into a left posture, his balance breaks, and 
tori then executes ashi-guruma. 

; After breaking uke’s balance backward and execut- 
ing a reaping action with osoto-gari, tori must change 
the direction of his leg and press down in one swift 
movement to execute the technique effectively. 

; After reaping with osoto-gari, he will often put his 
right leg deep onto uke’s leg, more so than in sono ichi 
Accordingly, he presses uke’s right knee down from 
the side with his right calf. Thus, he bends uke’s body 
slightly from the side of uke’s right leg, then uke Is 
twisted to the side as he is thrown (photo 16). 

In this situation, tori places his right leg deep onto 
uke’s right leg, and when his waist touches the front ol 
uke’s waist, he sweeps him up with the waist. This tech 
nique is classified as harai»goshi. 


SONO NI ; 
Ashi-guruma—pressing with the 


instep of the right foot 


Both sides grapple in right natural 
posture. Tori moves back while 
pulling uke forward. Uke steps for- 
ward with his left foot, and at the 
moment he continues with his 
right foot, tori steps his left foot 
back and round behind his own 
tight heel (photo 17). At the 
moment uke steps his right foot 
forward, tori supports his body 
weight on the left foot and raises his right foot, placing 
the top of it on uke’s right knee, and presses it. At the 
same time, he lifts uke with both hands and breaks his 
balance, so that uke’s weight falls over the tips of both 
feet, and his balance breaks forward (photo 18-1, 
18.2). 

Tori twists his body to the left while pulling with 
both hands and throws uke round the fulcrum of his 
right leg in a circular motion (photo 19, 20). 


SONO SAN 
Differences between ashi-guruma, harai-goshi, and 
osoto-gari 


ASHI-GURUMA (ASHI-WAZA) 
Tori puts the lower part of his right leg on uke's kneecap 
and presses on it, Using that leg as the fulcrum, and 
maintaining firm contact with uke's body, he throws 
uke forward in a rotating motion. 
Haral-cosut (KOSHI-waZA) 
lori brings his back tight against uke, and sweeps 
upwards with the back of the hip and the right leg, so 
that uke is thrown forward (photo 21). 
Osoro-Gart (asi1-WaZa) 
Tor reaps uke’s right leg up with his right leg and throws 
him backward (photo 22). 

‘This describes the main points of these techniques, 


but they also bear many similarities, which makes it 
difficult to tell them apart. 

For example, when tori 
ashi-guruma (sono ichi, Application), t 
ased on whether he uses the right leg to 
throws to the back 


continues from osoto-gari to 


judging cti- 


teria is b 
upwards or press: and whether he 


or to the front. 
In another example, when he presses ! 


guruma form with the right foot placed deep so tha 
g criteria is based on whether 


bodies touch, the jud: i 
hnique by pressing with the right 
h the hip and right 


he executes the tech 
leg, or sweeping UP will 

In any case, it is important to judge the 
ly, based upon the central action em 


chnique 
accurately, ployed, 
and the direction uke is thrown in 


SONO YON . 

Points to consider on ashi-guruma 
Tenjin Shinyo-ryu Jujutsu’s ashi-baral 
The following randori-waza is introduced in the Ten- 
dbook Jujutsu Gokut K 
chnique from the 


jin Shinyo-rye Jujutsu han 
ate about the te 
at tori faces uke head-on. 


¢ right knee, and 


Zukai. If we specul 
picture above, it seems th 
puts his right heel 
backward, If that ts the cas 


on the back of uke 
i > it is very Sim- 

throws him e, it ‘ 

ilar to osoto-gari. 


17 O-guruma 


Tori lifts and breaks uke’s balance forward, or to the 


right front comer. He puts his right leg on uke’s lower 


abdomen, and, using it is a fulcrum, throws uke forward 


in a rotating motion 


SONO ICHI 

O-guruma—at the moment uke steps forward with 
his left foot 

Both sides grapple in right natural pos 
1 the right foot, then the left foot while pulling 


itt 


back v 
ake back. Uke responds by stepping forward with his 


left foot. then his right f i 
left foot, then his right foot, and begins to conti 


with his left foot (photo 1). 
At the instant uke begins to step forward with his 


ot, tori steps back with his right foot, thereby 


left 
increasing the distance between them, and at the 
moment uke transfers his weight onto the left foot, tori 
his left foot outside the tip of uke’s left foot. He 


wards w 


h the right hand and pulls 


with the left hand, raising the elbow and opening it to 
the left b 
his bal 


ifts uke to the right front comer to break 


iable to transfer his weight onto 


his left foot, and rises onto the tips of both feet in t} 
| nthe 


left posture, as his balance breaks (photo 2.1, 2 


At that moment tori supports his body on the 
s left supporting foot, brings hi . 


pacrigae right leg around, and 
swings it up onto the front of uke's body (under th 
a ne 


front of his left hip) (photo 3.1, 3.2). He turns his body 
to the left, and, while twisting his right leg, he thru ot 
onto uke’s lower abdomen (photo 4. 5.5 2), e a 
twists his body and his w: eI ce ge 


ZB 


st further to the left, T 
: is ‘ . Together 
with this, he lifts uke with the right hand, pulls down 


wards with the left hand, and throws uke round the ful 
crum of his right leg in a rotating motion (photo 6, 7 8) 


KEY POINTS TO THE TECHNIQUE 

Samura, 10th dan, described this tsukuri in the follow. 

ing way: — 
“The opponent leans forward with his balance placed 

equally on the ups of both feet, and his feet are paral- 

lel. In other words, the vi 


: ponent tilts forward from 
natural posture. Try to think of it in terms of the top of 
a pole (standing upright), tilting slightly” (Judo Gokyo no 
u, published by Kodokan Bunka Kai, 1936) 


he body control f formi 
The body control for performing the tsukuri on uke, 


tip of 


however is very difficult. At the moment uke steps for- 
ward with his left foot, tori steps back with his right 
foot, and changing step, steps his left foot outside the 
tip of uke's left foot (or in the front of the tip of uke’s 
left foot) (photo 9). At the same time, he lifts uke for- 
ward with both hands and breaks his balance (photo 
10), then he thrusts the right leg onto the front of 
uke’s lower abdomen (photo 11). In short, the tsukuri 
depends on opposite motions of body control. 

All of these movements must be executed agilely and 
swiftly in one instant. The success of the technique 
depends upon the tsukuri. 

The position of the left pivoting foot is also impor- 
tant because tori must execute the technique from a 
stable posture. This also depends on the width of uke’s 
stance, but positioning his left foot slightly outside the 
tip of uke’s left foot should be fine. When uke has a 
wide stance, tori can also step his left foot in to the ip of 
uke's left foot. If tori moves his left foot to the inside 
of uke’s left foot, his waist will be in front of uke’s lower 

abdomen and his posture will become unstable. There- 
fore, not only will the technique not be effective but 
he tisks being counter-attacked. 
: If tori begins to execute the technique while main- 
taining instability, and enter his waist deep, the back 
of his waist will touch the front of uke’s waist, and he 


wil execute harai-goshi instead. 


When tori inserts hi onto uke’s low 


abdomen, while facing uke head-on hi 
leg around and lifts it high by opening it to the outside 
slightly. He points the tip of hi 
rning to the left and changing direc- 
time, he thrusts his leg in (inserting 
back of his 


e brings his right 


s foot towards uke and 
wists it while tu i 
tion. At the same 
it) and, pointing the toes forward, puts the 
right leg on the front of uke's lower abdomen 
At this moment, tori straightens his rig 
area is at the top of uke’s right thigh, while his 
P- 


g up slightly, and 


it leg so that 


the calf 

thigh ison the front ol uke’s left 

ht leg by sweepini 

y 180 degrees to the left, then throws uke 

over the fulcrum of his right leg. 
Tadao Otaki, 9th dan, said the following about the 


concept of kake in 


He twists his rig! 


rorates his bod! 


o-guruma: 
“Tori maneuvers with body control to the left side 
he straightens one leg across 
ower abdomen. and by twisting his 
a rolling m on. At that 


and sweeps firmly 


of his opponent, trom there 


the opponents ] 


body, rotates his leg quickly in 
s body upwards, 


instant, he raises uke 

urge motion from the front with his leg. 
f j rotating him ar 
ce of this technique is to 
lity, lead your opponent 


m into the technique 


upwards in a le 


! he ful- 
He throws uke ¢ ound the 


orwarG 
crum of his leg. The essen 
maneuver the body with agi 


and importantly 


(Judo Jukko). 


put momentu 


The key point of this technique is synchroniz- 
ing the movements of maneuvering the body 
lightly: the action of both hands, rotating the 
right leg, and twisting the body. Tori should exe- 
cute these movements in one instant and facili- 
tate the action of the right leg. 


Opportunities for tsukuri 

© Atthe moment uke steps forward with his 
right foot, tori moves his left foot outside 
the tip of uke’s left foot while breaking his 
balance towards the right front comer (tip 
of his right foot) (photo 12). 

In another situation, tori occupies the 
inside circle and draws uke’s right leg out while 
turning him in an outer circle. He moves his left 
foot to the outside of the tip of uke's left foot, 
and, lifting him, breaks his balance towards the 
right front corner. 

* Atthe moment uke steps back with his right foot, 
tori moves his left foot to the tip of uke’s left foot, 
while lifting him forward (over the tips of both 
feet), and breaks his balance. 

After positioning uke in a tsukuri such as the ones 
described above, tori maneuvers with body control 
using the principles described in sono ichi to thrust his 
leg in and use it as a fulcrum to throw uke. 


SONO NI 
Differences between o-guruma, harai-goshi, and ashi- 
guruma 


O-curuma (asut-waza) 

Tori puts his right leg on uke's lower abdomen and, 
using it as a fulcrum, throws uke in a rotating motion. 
HARAI-GOSHI (KOSHI-WAZA) 

Tori puts his right hip tight against uke’s front, and 
throws uke forward by sweeping up with the back of 
his right hip and his right leg (photo 13). 

Otaki, 9th dan, explains the differences between 
these two techniques in the following way: 

“When you look at it as kata, it is similar to harai- 
goshi. But the classification is clearly different. In harai- 
goshi, you lift up the front of uke’s waist with the waist, 
then you sweep up his leg with one leg. In o-guruma 
however, instead of inserting the waist, you insert one 
leg onto uke’s lower abdomen from the side, and you 
send uke upwards by rotating this leg, then while sweep- 
ing up with this leg. you pull him down.” 


‘The differences are set out in the following: 


O-curuma (asHi-waza) 
© Tori does not touch the front of uke’s waist with 


his waist 


© Tori throws uke, rotating him around the fulcrum 
of his leg. 
Haral-GosH (KOSHI-WAZA) 
© Tori’s waist touches the front of uke’s waist, 
e Tori sweeps upwards with his waist and leg to 
throw uke. 
ASHI-GURUMA (ASHI-WAZA) 
¢ Tori puts the back of his right lower leg on uke's 
kneecap, and throws uke by rotating him around 
the fulcrum of his leg. The only part of tori’s body 
that touches uke is the lower part of his leg 
(photo 14). 

The difference between o-guruma and ashi-guruma 
lies in the area of tori’s leg that he uses to press with, 
and the part of uke’s body that is pressed. The tech- 
nique will be classified according to the function of 
these body parts. 


SONO SAN 
Points to consider on o-guruma 
How Mifune conceived o-guruma 


Mifune, 10th dan, in O-guruma wo tsukuridasu made, says: 

“{ created the form of o-guruma, Master Kano sup- 
plied a name, and it was thus included in the Kodokan 
techniques. 

There was previously no method for a small person 
to throw a large person. When a large person faces a 
small person, his center is naturally higher than the 
smaller person's. So, a small person is more stable than 
a large person. If the opponent occupies the outer cir- 
cle, then I oceupy the inner circle. Therefore, in accot- 
dance with the principle that ‘the inside force controls 
the outside force,’ a small person can throw a large 
opponent in a big throw, and that is how | arrived at 
o-guruma. When you see an opportunity, stick out the 
leg and rotate it like it is a railway sleeper, and restrict 
your larger opponent's center, which is placed higher 
than yours” (Budo Hokan and Judo Kaikoroku) 


and he reaps UP the insi 
_ ofhis thigh to throw him. 


jgUchi-mata —_ 

ae ance forward, or to the right front 
his right leg between uke’s legs, 
de of uke’s thigh with the back 


Tori breaks uke's bal. 
comer, then he swings 


ICHI : 
roe Nage no Kata technique 
joth sides grapple in right natural posure Tori takes 
half a step forward with his left foot diagonally to the 
leit (photo 1). He steps back with his right foot diago- 
nally o the left, while pulling uke round in a large motion 
diagonally towards the right rear with both hands. ; 

Uke responds by stepping with his left foot, then his 

1 foot, while moving in a circle. At this moment tori 
is ina slightly right han-mi posture, while uke's feet 
open and he rises forward slightly (photo 2). 

Inthe same manner, tori pulls uke further with both 
hands drawing him in this circle, so that to maintain 
his swbility, uke moves the left foot, then the right foot, 
and gradually widens his stance. Then with his waist 
and both knees bent, his body weight falls over the tips 
of both feet. 


Tori steps forward with his left foot, and he steps 
back with his right foot, while pulling uke round in a 
large motion towards the right rear corner (photo 3) 
At the moment uke begins to transfer his weight onto 
the left foot, which he steps forward, tori pulls his 
right hand to his right armpit, breaking uke’s balance 
forward (photo 4.1, 4.2). Tori supports his body on 
the left leg, and, lowering his body, inserts his right leg 
between uke’s legs, puts the back of his right thigh on 
the inside of uke’s left thigh (photo 5.1, 5.2), and 
sweeps up, sending him in the direction he was mov- 
ing towards (photo 6, 7, 8) 


KEY POINTS TO THE TECHNIQUE 

This technique describes the principles of the Nage no 
Kata. Tori occupies the inside circle and draws uke 
round in an outside circle, so uke’s legs open and he 
rises so that his body weight falls over the tips of both 
feet while his balance breaks forward. This is due to 
the effects of centrifugal force and centripetal force 
At the moment uke transfers his weight onto the left 
foot. which he steps forward diagonally, tori puts the 
back of his right thigh on the inside of uke's left thigh 


cle around 
Is to tori’s righ 
s situat 


ent, he does 


rear corner. When pulling 
t leg is posi di 
ust not be broken wher 
e hands and legs 


> is pulled, bre 


jue. In other words, 


at the moment uke is in process of transferring his 
weight onto his left foot. : 
In synchronization with the right hand, tori sweeps 
uke’s body up to the right rear corner. This is simile 
the principles of okuri-ashi-harai. As explained before 
the speed of the sweeping leg acts on the leg it is 
sweeping. Therefore, he should not be overly forceful 
but sweep upwards, softly and firmly. When swee} 
the power comes from the thigh so the area from the 
e downwards is not used, and you must sweep with 
the thigh. : ; 

The energy must be in constant flow from the 
moment uke steps with his left foot, until you sweep 
up. If the energy you use for pulling becomes sepé 
from that 


which you use the right leg, the tech 


e will not be effective. It must be used in synchro 


ni tion and air # 
nization and aimed at one goa) 


APPLICATION 
1, Uchi-mata—drawing uke to the left side 


Both sides grapple in right natural posture. Tori steps 
ight foot to the right side, moves his left foot Loo. 
‘ads uke to take two or three steps to | 
ith a wider step, Uke is pulled and moves lig! 
oot then his right foot, At the moment uke steps 


his left foot to the left side, tori opens his body to the 


htly and, while facing the side, steps his left foot 

back and round behind his right heel, supports his body 
weight, and lightly lifts the right leg (photo 9). 

Atthe moment uke takes a big step to the left with 

his left foot and begins to transfer his weight, tori turns 


his body to the left, turns his back towards uke, and, 


e pulling him out with both hands, he swings the 
-'s left leg, and places the back of his 
right thigh on the inside of uke’s left thigh (photo 10, 


leg inside 


11). He sweeps him up and sends him in the direction 
hich he is moving (towards the left). 

Uke transfers his weight onto his right leg, w hich is 

then scooped up, his body is thrown upwards, and he 
a rotating motion (photo 12, 13). 

It is important that teri maneuvers lightly with 


y control so that uke does not begin to resist. He 
t also maneuver his body quickly and enter a pos- 
lure to execute uchi-mata at the moment uke steps to 
the left with his left foot. It is also important to act 


instantaneously at the correct moment if he is too 
) 


slow ar too quick, the technique will not be effective 

va Uchi-mata -leading uke to a defensive posture, 
then jumping in to sweep upwards 

Both sides grapple in right natural posture. Tori grips 

the back of uke’s collar with his right hand. Tori takes 

i big step back with the left foot, thereby increasing 


the distance between th 

han-mi posture, he pull 

wards with both hands. Uke is pulled and lear 
ward, responds by opening his feet and 
waist, then straightens up to return to a stabie pos 


(photo 14) 


lowering 


his 


ture 


At this moment tori lessens the pulling action 


1 fe 
uke su 


both hands, and 


A } the actions of his | Le 1 
halfway, he changes the acuions of his hands te 


and lifting w ng upw 
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forward and his balan 

tips of his toes w h his feet open 

and his waist lowered, as his balance > 
At this moment tori quickly lowers his body 
steps his right foot b 
left foot behind his own right heel 
inside of uke’s left foot (photo 1¢ 
to the left, and while tu is ack 
jumps in. In as e breath, he chan 


1 | ‘ t ? brit 
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his chest (photo 17 
en uke’s legs in a 
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pulling acti 


Tori turns his body 


I “5 feet, and, tuming 


moves it to the 


towards uke, he 


es step LO supf 


he right side of 


yn ot 


both hands, by twisting to the left, sweeping upwards, 
and throwing uke down (photo 18, 19). 

In this technique the action of the hands is very 
important. Tori makes uke lean forward by pulling him 
down with both hands, then lessening this action. At the 


moment uke straightens up halfway, he lifts and pulls to 


break his balance forward. This does not mean allow 


ing uke to return to a stable posture, but to use both 


hands to tsukuri uke forward at the moment he begins 


to straighten up. 

Tori brings the area from the right side of his chest to 
the back of his right hip tight against uke's chest and 
abdomen area. It is important to pull uke tight against 
h both hand re where his body is 

leaning forward slightly. 
Tori should jump in sharply and strongly from a pos- 


him w 


into a postu 


ted and 


ture where he is slightly separated from uke in order to 
create the necessary momentum to perform the sweep- 
ng action. 

Similar to the explanation, in this technique tori 
steps his right leg in between uke’s feet, moves his left 


foot and changing step, sweeps upwards with the right 


ae 4 ee en 7 od 5 
leg. In yet another technique, he maintains a distance 


between himself and uke, and in one stroke jumps in 
with his left foot, then his right foot, and sweeps 


upwards with the right leg. In the latter technique, tor} 
can sweep up with great strength, but on the other hand 
uke can dodge him easily. Therefore, it is essential to 
tsukuri him completely in this case. \n this technique, 
uke is thrown forward in a large rotating movement, 
which means that the direction and the way he falls “i 
different from that of sono ichi. ; ; 


3. Uchi-mata—sweeping up at the moment uke steps 
forward with his right foot 

Both sides grapple in right natural posture. Tori draws 
uke's left foot out as he steps back with the right sot 
Then at the moment uke begins to step forward with 
his right foot, tori steps his left foot back and round 

ehind the right foot (photo 20), and while opening 
his body to the left, draws his right armpit tight agai ‘i 


the front of uke’s body by pulling with both hands, es 
lifting him towards the right front corner, breaks his 
balance (photo 21). He sweeps up with the back of his 
right thigh on the inside of uke's left thigh, and twists 
his body to the left to throw him down (photo 22), 
In this situation, uke stands in a posture with his 
right foot forward, therefore the angle will be quite 
low when tori sweeps upwards with the right leg while 
facing him directly, and uke will be able to lift his left 


dodge the technique by 


his body on the right leg. 
in this technique is 


leg uP and 
supporting 
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There are a 
sa technique by maneu- 
a similar way to 
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e's left foot, while lifting him 
with both hands to break his balance 
23). He supports his body weight on 


forward (photo 2 t ht on 
eft leg, and bringing the right leg round, swings it 


ke, sweeps up, and throws him (photo 


left foot to the tip 


oful 


up in front ofu 


4, Uchi-mata—throwing over uke’s left leg (kake- 


kuzushi} 

Tori grapples in the right natura 
responds in a defensive posture with his waist lowered 
dightly. Tori pulls with both hands to bring their upper 
bodies tight against one another, while breaking uke's 
balance towards the right front corner. He opens his 

body to the left, brings his left foot behind the right 

heel, and, stepping in with the right leg, the toes point- 

ing towards the left (outside), puts it lightly on uke's 

leftleg, and sweeps it upwards. Uke responds by lifting 
his eft foot, while supporting his weight on the right 
leg (photo 26). Tori continues by turning his body to 
the left and executes the throw (photo 27, 28, 29). 

In this technique, tori tries to throw uke in one 
grake, but uke leans back and defends by lifting the 
left leg, so tori continues to this technique. In another 
situation, he puts his right leg lightly on uke from the 


| posture, while uke 


outset, and then throws him. 
In either situation, tori controls uke by drawing his 
upper body tight against him, so that uke leans for- 


ward, and places his left leg with the toes pointing 


towards the left (alw 


right and loses his ab 

Although this techr 
uke wil] not be able to dodg 
able for taller judoka 


rique lack 


5, Uchi-mata—when uke kneels his right knee onto 
the mat 


Tori grips the back of uke's collar 


and grapples him on 
back, he pulls uke’s upper be 
Uke responds by kneeling on his ri 

Tori steps his right foot between 
ing his body to the left, turns his b 
puts the bottom of his rigt 
of uke’s left knee, 
32). 


Uke is unable to resist 


one knee. It is important 
out missing the opportun 

The criterion tor 
comp 
cuted from a stan 


gari (and other techn 
this situation, where one side 's 


is kneeling on one knee 


| SONO NI 
Uchi-mata—scooping up with the waist 


Both sides grapple in right natural posture. At the 
moment uke steps back with his right foot, tori lifts 
and pulls with the right hand, and lifts upwards with 
the left hand. Tori is unable to transfer his weight onto 
his lifted onto the tips of both toes 
as his balance breaks (photo 33). 

Tori jumps in between uke's legs, using the princi- 
ples described in sono ichi, Application 2, puts the back 


right foot, and he i 


of his right thigh on the inside of uke's right thigh, 
and, drawing with both hands (so that uke’s weight 
falls over his left foot), he brings the front of uke’s 
body tight against the back of hi: 
area (photo 34.1, 34.2). Synchronizing the action of 


ist and his chest 


scooping up uke's body with his waist, he sweeps 
upwards in a large motion with the right leg, to throw 
uke forward in a rotation (photo 35, 36). 


If tori j 


ps 


mps deep between uke’s legs, and sw 
up with the right leg on the inside of uke’s right thigh, 
the waist will 


Op up naturally. 
In the original uchi-mata, tori sweeps up uke's left leg 
with his right leg, which brings it under ashi-waza tech- 


niques. But increasingly, we see a kind of koshi-waza 
technique where tori loads uke onto his waist and 
sweeps him up. 

Consequently, uchi-mata is classified under both 


ashi-waza and koshi-waza, but the koshi-waza typ 


uchi-mata described here is a practical technique 
This technique 


imilar to hane-goshi. If tori Scoops 
uke up using the waist and leg, from a posture with his 
right knee bent, it is then classified as hane-goshi (photo 


37) 


SONO SAN 

Points to consider on uchi-mata 

The uchi-mata of Shozo Nakano, 10th dan 

Nakano’s name appears frequently when talking about 
experts in uchi-mata. 


“This technique uses the chest and waist, you don't 


thrust out with the leg that much. Even if you don't 


thrust the leg out, the leg will enter naturally when the 
opponent rises and is thrown, therefore we can say 
that uchi-mata is closer to a koshi-waza, as the tech. 
nique can be executed whether the opponent's legs are 
opened or closed” (Judo, 1947). 
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KEY POINTS TO THE TECHNIQUE 
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eg dissipates after trying to 
ght like a pole; then uke 
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ng upwards with both hands. 


1s, tori performs the tsukuri with 


his left arm around the back of uke’s waist (photo 7). 


In the basic situation, tori executes the technique 


uke’s left 


using the sole 


f his left foot on the heel ¢ 

He in some si ions he can 
eft leg with his left } 
(photo 8). 


21 OF 


1 actions of reaping 


with both hands and 


t this point, tori can also lean on 


w him down (5 ) 


SONO NI 
Similar techniques 


The definition of t 


ta-gaeshi is quite narrow: tori 


eaps uke’s lef h the left foot 


1owever, some similar techniques that 


assificath 


1. Kosoto-gake (ashi-waza)— tori counters uke’s uchi-mata 
on the right leg with his left leg 


Both sides grapple in right natural posture, Uke draws 
tori’s foot out by stepping backward, and at the moment 
to throw him with uchi-mata (photo 10), tori 
straightens up, bends back, transfers his weight onto 
the right foot, and, lifting his left foot lightly, moves in 
front of uke’s body (photo 11). At the same time he 
hooks uke’s right leg with his left leg and pushes him 
backward (photo 12). 

Tori pushes further with both hands, and while 


he begir 


strengthening the hooking action of his left foot, leans 


over uke to throw him backward (photo 13, 14) 

Tori does not counter in one stroke in this tech- 
nique. The reason is that the hooking action of his left 
leg will compete with the scooping up action of uke’s 
uchi-mata. Thus, at the moment tori responds to uke’s 
uchi-mata, his left leg is behind uke, but gradually 
changes direction to face uke head-on, then, while 
strengthening the actions of both hands and hooking 


with the left leg 


& 


he pushes uke towards his rear to 
throw him down. 

Unlike sono ichi where he counters uke’s left leg with 
his left leg, in this technique he counters uke's right leg 
with his left leg. 


This technique is known as kosoto-gake (ashi-waza) 


20 Hane-goshi-gaesh 


nl —cauntereaping uke’s hane- 


to 4), and, whi 
, throws him bac 
eft supporting foot is reaped up, and he is 
rd in a large m th considerable 
m (photo 5, 6, 7). 


KEY POINTS TO THE TECHNIQUE 


executes hane-goshj and scoops up 


with his v ; 
uke’s left supp foot, passing it as he 
moves the rig also and turns arou 
In short, while he dodges the sweepi action of 
uke’s right leg, he lifts uke’s body upw 


§ with both 
hands. Uke’s hane 


goshi becomes redundant, his pos- 


ture becomes straight and inflexible, his weight falls 
towa 


rds the outside of his left supporting foot, and his 


balance breaks towards the rear corner. ‘Tori must exe- 
cute the body control quickly. 

In other techniques, tori hooks the ankle of uke’s left 
supporting foot with the sole of his left foot (photo 8). 
or he hooks uke’s left ankle with the left heel (photo 9), 
or he hooks uke’s left lower leg with his left lower leg 
(photo 10). 

It is important to execute the reap firmly, synchro 
nizing the action of reaping up with the left leg, with 

ling up and pushing down with both hands. 

At this point, tori can also lean on uke to throw him 
down (photo 11, 12). 

In another situation, tori controls uke by holding 
the back of uke’s waist with his left arm, and hooks 
with the left leg (photo 13). 


APPLICATION , 
Hane-goshi-gaeshi—reaping with the left leg while 
iting up uke's right leg 

Atthe moment uke executes hane-goshi, tori steps his 
left foot, then his right foot, with body control to the 
outside of uke's left supporting leg (photo 14). He lifts 
up uke's right leg from the inside with the right hand, 
pushes down with the left hand, and pushes uke 
towards his left heel (photo 15). 

Tori supports his body with the right leg, puts the 
sole of his left foot on uke’s left ankle (photo 16), and, 
while pulling up uke's right leg with the right hand, he 
reaps upwards with the left foot (photo 17). 

his technique, tori is able to tsukuri uke suffi- 
clently towards his rear by lifting his right leg up with 
the right hand. It is important to maneuver quickly 


with body control to dodge uke’s technique and break 
his balance, 


SONO NI 

Similar techniques 

There are some techniques that are similar to hanegoshi- 
gaeshi, but are classified differently: 

'.Pushing uke backward to throw him down (sumi-otoshi) 


Similar to the technique in sono ichi, uke begins to 


as well, and, 
rear, he pushes 
In anol 
waist with his left hand 
nique is classified as s 
In this sit 
reaping up 
right leg pushes him d 


with kuchiki-taoshi 


lifts him up to throw him 
20). 


2. Dropping to the side from behind uke (tant 


sri turns round to uke’s rear 


Similar to sono ichi, te he 
while pushing him back with both 
left foot deep behind uke's feet, an 
onto the side of his body. pushes | 
with both hands (photo 21). 

In this situation tori hol 
right hand and drops down. 

The name of this technique 1 


sutemi-waza) 


hands, steps hi 
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SONO SAN 
Hane-goshi-gaeshi—countering by scooping up with 
the waist and twisting (koshi-waza) 


At the moment uke begins to spring up with hane-goshi, 
tori lowers his waist and, while bending back, steps in 
from uke’s rear with his right foot, then his left foot, 
close to uke's feet. He pulls uke’s body out with both 
hands (photo 22), thrusts the front of his left hip on 
he back of uke’s right hip, at the same time straight- 
ening both knees, and snaps uke’s body forward and 
upwards with a sharp, strong movement (photo 23), 
At the moment uke’s body rises into the air, tori twists 
with both hands to throw him forward (photo 24, 25) 
In order to a 


t while stopping uke’s upwards 
ement, tori lowers his waist, pulls uke 


springing mo 
out with bo! s, and brings his chest tight against 

Jke’s body lengthens like a pole, 
and he falls towards the little-toe side of his foot. 

In order to snap uke’s body upwards, tori lowers his 
waist to produce an explosive energy, at the same time, 
he brings the front of his left hip sharply against the back 
of uke’s right hip, and, straightening both kr 


uke’s right armpi 


es, snaps 
uke up by thrusting upwards, so that uke rises into midair. 
It is impo 


1 cute the technique at the precise 
moment uke’s body stiffens, after executing hane-goshi 
and ronize the i 

and synchronize the movements in one bre: 


Uke’s body flies up into the air, and at the moment 
his body just separates from tori, tori pulls down with 
the right hand, and pushes uke's right elbow up with 
the left hand, so that uke is thrown in a rotating move- 
ment and lands on his back in front of tori. 

This technique is known as hanegoshi-mae-ura. In 
previous years, there were many specialists in this tech- 
nique but it had virtually disappeared by last year. The 
reason for this is the difficulty in 
movements to uke’s hane-goshi. N 
with light body control and producing power in the 
waist and leg in an instant. 


ning the adapting 


amely, responding 


This is a technique for springing up with the wai 


and it is classified as a koshi-waza because the central 
action comes from the waist. 


APPLICATION 
Hane-goshi-gaeshi—reaping with the right leg at the 
same time as springing up 
Tori responds to uke’s hane-goshi in a similar way to 
that described in sono san, and while springing uke 
up with the waist he reaps uke’s left foot up with the 
right foot (photo 26) and throws him down by w#ist- 
ing with both hands (photo 27) 

fori sweeps up using harai-tsurikomi-ashi while 


snapping uke’s body upwards, therefore the effect of 
twisting uke's body will be great. However, it is neces- 
say to support the body on the left leg while spring- 
ing up, therefore tori must synchronize the timing of the 
action from the waist with the spring of the left leg. 


a Harai-goshi-gaeshi 


8 


Tori responds to uke's hane-goshi, then pushes uke's 
buttock up with his right thigh and throws him down. 
The technique in this situation is ushiro-goshi (photo 
28). 


Atthe moment uke executes harai-goshi, tori reaps or 
hooks uke’s left supporting foot from the rear with his 
left foot. 


SONO ICHI f ' ‘ 
Harai-goshi-gaeshi—tori counters uke 's harai-goshi 
by reaping uke's left supporting foot with the left foot 


Both sides grapple in right natural posture. Uke steps 
back with the right foi, then the left foot, then the right 
foot again while pulling uke forward. Tori responds by 
stepping forward with his left foot, then his right foot, 
and, while maintaining his stability, he begins to step 
forward with the right foot again (photo 1). At that 
moment, uke steps his left foot back and round ina 


big movement, turning to face the other way (photo 2). 
Uke draws tori out and begins to sweep up with harai- 
goshi. At the moment uke exposes his back toons 
tori, tori quickly steps his left foot to the side of uke’ s 
left supporting foot (photo 3), at the same time he lifts 
and pulls with the right hand and tightens ve s how 
with the left hand, and lifts him so that his balance 
breaks towards the rear. Uke loses his target and the 
hich he attempted to sweep up 18 lifted 
ide of his 


right leg with w a ph anapeale 
in midair. His weight falls towards the outsi 
and his balance breaks backward 


left supporting foot, 
(photo 4.1, 4.2). 


j i - weight on the 
At this moment ton supports his weight on the 


aps uke’s left ankle 


right leg, raises his left foot 


i » cole of his left foot (photo 5). At the 
upwards with the sole of his left foot (F 


same time he pulls uke upwards with both hands, while 
reaping and throwing him towards the rear. 

Uke's left supporting foot is reaped upwards and 
he falls backward in a large motion with tremendous 
momentum (photo 6, 7). 


KEY POINTS TO THE TECHNIQUE 
At the moment uke executes harai-goshi and begins to 
sweep up, tori takes the initiative and, passing uke as 
he jumps in, he steps his left foot close to uke’s left sup- 
draws his right foot closer, and steps deep 
ile dodging uke’s sweeping up 
action, he lifts uke up with both hands and breaks hi 
balance. It is important for tori to act at this 
and respond with agile body control 


porting foot, 
round to 


is 


ant 


Tori directs the tsukuri on uke towards the outside of 
his left heel, and synchronizes the actions of reaping 
uke’s left heel wi 


th the sole of his left foot, pulling up 


with both har 


to throw him in a large motion. 
Chis tim 


e executes the technique on the heel of 
uke’s left supporting foot with the sole of his left foot, 
but he can also execute it on uke’s left lower leg with 
his 


In an 


ation, tori puts his left foot tight on 
ot while leaning on him to throw him down 
(photo 8, 9). 


uke’s left 


The concept of a technique in which tori throws with 
the foot by leaning on uke differs from that of the 
technique where tori thrusts the left leg to uke’s rear 
and drops to the side. The former is harai-goshi-gaeshi, 
while the latter is tani-otoshi (yoko-sutemi-waza). The 
two can be easily confused, therefore it is important to 
learn and recognize the form of kake in each. 


APPLICATION 
1. Harai-goshi-gaeshi—tori holds uke's right leg and 
reaps with the left foot 


Atthe moment uke executes harai-goshi, tori maneu- 


his body, using the principles described in sono 
ichi, and steps his right foot, then his left foot, to the left 
side of uke’s rear (photo 10). He puts his right hand 
on the back of uke’s right knee from the inside and lifts 
the leg up. He pushes down with the left hand, so that 
uke’s balance breaks towards his left heel (photo 11) 

Tori supports his body weight on the right leg, and 
reaps the outside of uke's left ankle with the sole of his 
left foot (or his left heel) (photo 12), and throws him 
backward (photo 13). 

Tori is able to perform the tsukuri on uke completely 
because he lifts uke’s right leg with the left hand 


2. Harai-goshi-gaeshi —holding the back of uke’s waist 

with the left hand, tori counters with the left leg 
Tori responds to uke's hane-goshi, and holds the back of 
uke's waist with his left arm reaching from uke’s rear. 
He controls uke’s body by drawing the right hand 
(photo 14), puts his left leg (heel or lower leg) on uke's 
lower leg (photo 15), and, while pulling uke’s body 
upwards, reaps with the left leg (photo 16). 

Tori can also push uke down without lifting him up. 


SONO NI 
Similar techniques 


‘the definition of harai-goshi-gaeshi is quite narrow: tori 
responds to uke’s harai-goshi and, maneuvering as 
body, reaps or hooks uke's left supporting foot with 
his left foot, 

The following are adapting and continuation tech- 
niques: 


|. Pushing uke's buttocks up and down with the right leg 
(ushiro-goshi) 

AUthe moment uke executes harai-goshi, tori lowers his 

waist and, bending back, breaks uke’s balance towards 

the rear by drawing with both hands. He pushes uke's 


buttocks up with his right thigh, ' - 
back, and drops uke straight down (photo 17). 


i que is classified as ushiro-goshi (koshi- 
This technique is classified as ushiro-gosh! | 


moves the 


waza). 


2. Pushing uke down towards the rear a be 
Tori responds to uke’s right goshi, steps in deep beh 
uke's left supporting foot with 
right foot (from uke’s behind) we ave 
left defensive posture, and pushes uke down tc 


foot, then his 


is waist to take 


the rear (photo 18) : eee 
The name of this technique Is sumi-otoshi (te-waza) 
e ne f 


e side from behind uke (tani-otoshi) 


hane-goshi, maneuvers round 


3. Dropping to th 
Tori responds to uke's | 


ce’s I pushes 
uke’s rear, and f a 
= s feet, and, dropping : 
\ h both hands 


him backward, steps hs left 
his body to 
foot deep behind uke — 

the side, pushes him down to the reat wit 
(photo 19). 


hi (yoko- 
The name of th 


is technique is tant-olos 
sutemi-waza)- 


4, Counter-reaping uke’s right leg with the right leg 


{gsoto-gari) 
In response to uk 
out, and transfers 


5 bac nrusts 

e's harai-goshi tori bends back u m 
i his weight onto the righ 

his waist 
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foot, which is firmly on the mat (photo 20). Using the 
right leg as a fulcrum, he takes a big step back with the 
left foot and, while opening his body to the left, breaks 
uke’s balance towards the rear, while reaping in the 
opposite direction (photo 21). 

The name of this technique is osoto-gari (ashi-waza). 

If tori steps his right foot onto the mat and pushes 
uke down, it is an osoto-otoshi technique (ashi-waza), 
but if he reaps uke’s left leg (or both legs) with his 
right leg, it is an osoto-guruma technique (ashi-waza). 


SONO SAN 

Points to consider on harai-goshi-gaeshi 

The ura-waza (reverse technique) of Kazuyoshi Takahashi, 
8th dan 


Nage-waza techniques, which you can continue to after 
adapting from your opponent's technique, consist of 
tsubame-gaeshi, kouchi-gaeshi, ouchi-gaeshi, osoto- 
gaeshi, hane-goshi-gaeshi, and harai-goshi-gaeshi. 
They are generally known as kaeshi-waza or ura-waza 
(reverse techniques) 

Takahashi, 8th dan, was renowned for his expertise 
in ura-waza, which he actively pursued from the end 
of the Meiji era to the beginning of the Taisho era. We 
cannot observe those fine ura-waza now, but it is said 
that he could counter any nage-waza that an opponent 
threw at him. 


itt, Looe on errr, @&3}8} 


1 Tomoe-nage 


Tori lifts uke forward or to the right front corner and 
breaks his balance, then, while dropping down onto 
his back, he puts the sole of his right foot on uke’s lower 
abdomen, pushes him up from below, and throws him 
over his head. 


SONO ICHI 
Tomoe-nage—at the moment uke steps forward 
with his left foot 


Both sides grapple in right natural posture. Tori moves 
forward with his right foot, then his left foot, then his 
right foot again while pushing uke backward and begins 
to break his balance. Uke responds by stepping back 
with his left foot, then his right foot, then his left foot 
again, holds his ground, pushes back, and begins to 
Teturn to a stable posture (photo 1). 

At this moment tori lessens the pushing action of 
both hands and pulls so that uke begins to step forward 
with his left foot. Responding to uke’s movement, tori 
lowers his waist slightly while stepping his left foot 
inside both of uke’s feet (photo 2}, and at the moment 
he does that, he quickly supports his body weight on 


the left foot, bends his left leg completely, thereby low. 
ering his body, and, curving the sole of his right foot, 
puts it on uke’s lower abdomen (photo 3.1, 3.2). He 
lowers the back of his waist near his left heel (photo 4), 
and, in time with uke’s body leaning forward over him, 
he drops onto his back, straightens the right knee and 
pushes uke up. At the same time, he pulls uke round 
in a circle with both hands so that he is thrown over 
his head. 

Uke is thrown forward in a 
large rotating motion to land on 
his back (photo 5, 6, 7). 


KEY POINTS TO THE TECH- 
NIQUE 

The concept of the technique is 
that uke pushes back, steps for- 
ward with his left foot, and at the 
moment he places it on the mat 
(with his body weight transferred 
onto it), tori supports uke’s body 
with the sole of the right foot and 
lifts him up. Jt is important to 


t at the correct moment, neither hastily, nor too 
acta 


lowly. me 
wai tori puts the tip of the sole of his right foot 


on uke's lower abdomen (on his center), he also drops 
down lowering his buttocks close to his left hee] So as 
o position uke forward for the throw. The technique 
will not be effective if tori lowers his buttocks too far 
away from the left heel when he drops down, as he 
end up pushing uke back with his right foot. 
Tori changes his left grip to uke’s right front collar 
and at the same time as lifting him forward over the 
tips of both feet, he throws and pulls him around with 
both hands in a circle to enhance the effectiveness of 
this action. On the other hand, tori can change his right 
grip to the outside of uke’s left middle sleeve to grip 
both of uke’s sleeves, so that uke will not be able to 
escape by placing his foot onto the mat. 
fori uses both hands to lift and break uke’s balance, 
then he drops down and at the same time pulls in the 
shape of a backward “c” towards his own shoulders to 
complete the technique. If he pulls strongly with his 
right hand, uke will be thrown towards the right shoul- 
der, and if he pulls strongly with the left hand, uke will 
be thrown towards the left shoulder. 

Master Kano says the following things about tomoe- 


wil 


nage (sono ichi), a technique which was his speciality 
(Kodekan Judo Kogi): , 

“The difficult points in this technique are: 

1. To skilfully lift the opponent's body forward. 

2. To enter in deep, so that your buttocks are as far 
below his crotch as possible. 

3. To put the sole of your foot on his lower abdomen 
first. When you do this, place your foot lightly; 
do not kick. 

4. The actions of pulling your opponent's body 
down with the hands and straightening the legs 
to throw him upwards should be executed simul- 
taneously.” 


SONO NI 
Tomoe-nage—throwing uke down to the right side 


Tori grapples in right natural posture, while uke grap- 
ples in a somewhat extreme right posture. Tori moves 
backward, begins to draw uke’s left foot out, and uke 
responds without changing his right posture (photo 8}. 

At this moment, tori changes his right grip to the 
inside of uke’s left middle sleeve, he moves lightly to 
the right side in the tsugi-ashi form with his right 
foat, then his left foot, then his right foot again, while 
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leading uke to his left. Uke responds by moving from 
a right posture with his left foot, and his righ 
then his left foot again. At the moment uke continues 
to step and is about to place his right foot on the mat, 
tori steps his left foot to the outside of uke’s right foot, 
lifts and pulls uke forward with both hands, so that 
his body weight falls over the tips of both feet, and his 
balance breaks forward (photo 9.1, 9.2). 

Tori lifts and breaks uke’s balance further, and, sup- 
porting his weight on the left foot, raises his right leg 
and places the sole of his foot on uke’s lower abdomen. 
He lowers his waist, and while dropping his body onto 
his side, straightens the right leg and pushes the lower 
half of uke’s body up and pulls with both hands, so that 
uke is thrown forward. 

Uke is thrown forward in a rotating movement to 
the right side (photo 10, 11, 12). 

This technique is executed on uke when he does not 
change from a right posture. The direction of the tsukuri 
in this technique is at a right angle to the line running 
from the tips of uke's feet, and tori lifts him up so that 
his balance falls over the tips of both feet. 

Tori is not able to step his left foot between uke's feet 
in the same way as the technique described in sono ichi, 
because uke is in a right posture. Therefore he must step 
his left foot to the outside of uke's right foot (photo 13). 

Tori must place the right foot with which he sup- 
ports uke’s body with the heel pointing slightly inwards, 
and the little-toe side of the tip of the foot on the lower 
abdomen in order to drop down onto his side (photo 
14). 

While tori drops down onto his side, he pulls down 
with both hands and pushes the sole of his right foot 
upwards in a slightly circular motion to throw uke in a 
rotating movement to tori’s right side (or towards the 
right shoulder) 

In this situation, tori can also rot 


foot, 


te himself (of his 
own volition) in the direction he is throwing uke’s body 
(photo 15). 

This differences between this technique and sono 
ichi are the direction tori breaks uke’s balance, the posi- 
tion he steps his left foot and the way he uses it, and 


the direction he drops down in. It is generally known 
as yoko-tomoe-nage. 

This technique is thought to have been developed 
after the war. Study in this technique is continuing even 
now, and there are many judoka who practice their own 
unique yoko-tomoe-nage. The technique explained in 
sono ichi is the Nage no Kata, and though it is the orig- 
inal tomoe-nage, it is not seen so much these days. 


APPLICATION 
Tomoe-nage—tori drops down onto his left side and 
throws uke over his body 


Using the principles described in sono ni, tori lifts uke 
forward from a right posture and breaks his balance. 
He steps his left foot to the side of uke’s right foot, 
puts the sole of his right foot on uke’s lower abdomen, 
and drops down onto his back (photo 16). 

While lifting uke’s body up with the sole of his right 
foot, tori twists his body to the left, pushes up with the 
right hand, pulls to the left side of his chest with the 
left hand, and throws uke’s body diagonally over him 
towards the left shoulder (photo 17, 18, 19). 

This technique is classified as a yoko-sutemi-waza. 


SONO SAN 
Tomoe-nage—throwing uke’s body with both feet 


Tori grapples in right natural posture, while uke grapples 
in the right defensive posture with his waist lowered. 
Using the principles described in sono ichi, tori 
breaks uke’s balance forward, steps his left foot between 
uke’s legs, raises the right foot, and places the sole on 
the front of uke’s left hip and groin region (photo 20), 
He lowers his buttocks onto the mat, and immediately 
raises his left foot and puts it on the front of uke's right 


hip and groin region, then lifts him forward (photo 
21). 

Tori pushes uke’s lower body up with both feet and, 
pulling down with both hands, throws him over his 
head (photo 22, 23) 

Tori rotates backward while throwing uke, so that 


he lands astride of uke and can continue to a ne-waza 
(photo 24). 

in this unique technique, tori throws uke using both 
of his feet. 

The following is a comment from the 38th article in 
the Kodokan Judo refereeing rules: 

“When tori executes tomoe-nage, if he does not 
throw immediately after his back touches the mat, and 
continues in that state before throwing, then an ippon 
score throw will be lowered to waza-ari, and waza-ari 
lowered to yuko.” 

An additional rule in the 23rd article states: 


“In a technique like tomoe-nage, if tori fulfils the cri- 
teria for ippon by dropping te the mat in a large motion 
with speed and strength but his throw breaks, the max- 
imum score he can be given is ‘waza-ari.’” 

These provisions explain and set out the concept of 
how tori should drop down in tomoe-nage. Thus, 
throwing after his back touches the mat will not meet 
the criteria of sutemi-waza. However, it will be scored 
one level lower than the actual outcome, if the throw 
is executed in continuation. 

If tori drops onto the mat, does not continue directly 
to tomoe-nage, and develops a nage-waza from the mat, 
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then the outcome will not be recognized 
ulations stipulate quite clearly that tori must 


The regu 


support uke's body with both feet 


SONO YON 
Points to consider on tomoe-nage 
The origin of tomoe-nage 


Randori techniques resembling tomoe-nage are found 


utsu textbook § tsu Jizai, Sekkotsu Ryoho, 


as sutemi-tori and tachi-sutemi-tori. 


Sein. 


Master Kano bestowed this technique with the n 


me 


tomoe-na from Judo, published 


by Judo Kai Honbu, 1916) 


er Kano was an expert at t 


yo-ryu technique named Ando- 


It was at that time probably 
named along with uki-waza, or 
ni. 


called Kano-nage or Kano-ge 

Master Kano once said that 
he named this technique after 
its resemblance to two objects 


moving in a circular form” (see 


tight). 


with the left 
im up, then 


right hand, lifts 


and throws uke over his 


SONO ICHI 
Ura-nage—responding to uke's hane-goshi 


At the mom 


nt uke steps for- 


ashi (photo 


utes hane 


foot, he exe 


Tori responds to uke’s har lowering his 


La 
as | 


Toot towa 


waist. He s uke’s rear, puts his 


around the back of u 


holds him ¢ 


rusts th 


ng back. In one breath 


0 3), drops 


rge motion 


a large rotation in the right 


der (photo 4, 5, 6) 


KEY POINTS TO THE TECHNIQUE 


lori must take the initiative to respc 


goshi by stepping into his rear while holding the back 
ke’ his left hand. 

i then thrusts the front of his waist forward on 
right 
i, he holds the side of uke’s waist deep with the left 


ofu st deep w 


ock, and, while responding to uke’s hane- 


gos 


arm, and at the same time draws the left side of his chest 


tight against uke’s right armpit with the right hand (grip- 


ping uke’s left front collar), and controls him in this 
hold (photo 7), Tori will not be able to lift uke up if he 


does not pull su ently with both hands, because uke’s 


upper body will be separated from his. 


It is also important for tori to stabilize his body ina 


re while channeling his entire energy 
on lift- 


defensive pos 


into his waist and swing uke up in one breath wl 
ing him up. If tori tries to lift uke up while dropping 
down, he will become unstable and will not succeed. 


Therefore, the key point to this technique is to lift up 


irop down onto his back, and throw. 


Nage no Kata of ura-nage, uke begins to attack 


tori’s head with his right fist. At that moment, tori steps 


inside uke’s chest and, while dodging the attack, lifts uke 


1p and drops down to complete the technique. In short, 


nisses his target as tori steps inside him, and his 


ice breaks forward with the momentum of his 


The concept in this technique is to throw him 


s instant (photo 8, 9). 

It is also important in this situation to lift uke up 
completely before dropping down. In the demonstra 
tion of the kata, even though tori does not execute the 
i ment of his 


leat 
Kake 


ion, uke jumps up in a large mov 


ie — 


volition and demonst 


tant in the kate 
tilescoil | 
ples of this technique correctly 2 

There are 


tinue to exec 


ques where ul 


harai-goshi, uchi-mata, and seoi- 


Ura-nage is classified as 


this is a tec hnique 
\ 

he can also droy 
48 yoko-sute 


‘hus, there are t 


e exposes his back t 


ee 


SONO NI 
Ura-lage—from uke's front 


©. Tori 
Sis up 
back, shakes 


ind releases both of uke’s 
pper body 


ht foot be 


his head on the side of uke's right hip, while bolding J 
back of uke’s knees from behind with both hands 
yhoto 13.1, 13.2). 
While stepping his left foot in, 
lifts uke up to the right shoulder in one breatty iphoe 
14). He then drops backward onto his back white 


tori bends back and 


; ; Se 16) 
throwing uke over the right shoulder (photo 15, 16) 


F + from morote 
Tori can also adapt to ura-nage from mot a 
4 ” 11 “s hody above his 

In this technique Tori lifts uke’s body above 2 
) fit { from a standing 
shoulder, and throws him backward from 2 


7 a eas, cala-guru 
posture. The name of this technique is kala-g 


(photo 17, 18) 


APPLICATION 
Ura-nage—grappling in defensive posture 


Both sid 


SONO SAN 
Ura-nage —from the form of kata-guruma 


SONO YON 
Ura-nage —from uke’s back 


the left, drops o} 
down with the right hand (photo 33, 34 


. 
There is a danger of uke falling onto the bac k of his 


head because of tori lifting him from the back there 

fore itis advisable to open the body to the left and drop 
down. This is also better from the perspective of judg- 
ing the technique. 

Tori can adapt and continue to this technique when 
uke exposes his back to tori when executing harai-goshi 
uchi-mata, or hane-goshi 

Iftori holds uke from the rear but, instead of lifting 
him up, steps his left leg in behind uke's legs and, twist- 
ing his body to the left, drops down and pushes uke 
down, then this is classified as tani-otoshi (photo 35 
36). 


SONO GO 
Wrestling’s sori-nage 


the sori-nage technique in wrestling resembles judo's 
Uranage. It is a technique in which one throws the 
Opponent by lifting him from the front or from the 
back. There are many facets in the study of ura-nage, 
0 this can also be of value. Tori’s posture of bending 
the body back is worth noting.” (Wrestling by Shozo 


Sasaha | | 
asahara, published by Kodansha) 


SONO ROKU 
Points to consider on ura-n 
Takenouchi 


Samura, 


uchi San 


Each style of 
ticular qualities, an 
osae-waza, while fc 
that was strong 


nouchi Santo-ryu) 


Sukui 


case. It received such Te 


I | ld hold the opponent's | 

this style woulc d the opp 1 
hrow him wh 

moment, and would thr 


comple Te body contact twas V 
from this technic 
all 


it is clear that breakte 


difficult than from any ot 


3 Sumi-gaeshi 


fori breaks uke’s balance straight forward or to the 
right front corner. He drops onto his back while lifting 
the inside of uke’s left thigh up with the bottom end 
of his right leg in an upwards springing motion, and 


throws him straight forward. 


SONO ICHI 
Sumi-gaeshi—from a right defensive grappling 
posture (Nage no Kata technique) 


Both sides step towards each other and enter the grap- 
Ike steps forward with his right foot, and 


pling area 
begins to grapple tori in a right defensive posture. Tori 


h his right 


responds to this by stepping forward wi 
foot, so that they grapple each other in right defensive 
posture. 


When they grapple in this defensive posture, each 


side inserts the right hand through the opponent's left 
s it onto the left side of his back. He 


nent’s arm with 


he left hand on the 


ht elbow, with his head on the oppo- 


de, lowers his waist slightly, and grapples 


by pulling the opponent lightly (photo 1); 

Tori lifts uke’s body with both hands and, while 
taking a big step back with his tight foot, he pill = 
to his left front corner and begins to break his ane 


Uke responds by stepping forward with his left foot 
is Ol, 


and takes an unstable posture with his bods weight 
» Weigh 


transferred over the tip of his left foot, 

Uke straightens up and begins to return to a stable 
posture. Simultaneously with uke’s Mankthibht, fee 
lessens the pulling action of both hands, lifts uke 
upwards, and begins to break his balance forw ard a 
that uke begins to step his right foot diagonally for 
ward towards the right (photo 2). oe 

At the moment uke steps his right foot past his left 
foot, tori lifts uke’s body forward with both hari 
e stepping his left foot inside his own right foo 
and lowers his waist slightly. At this moment uke's sae 
and legs are bent, his feet are open with his weight 
over the tips of both feet, and he rises forward ae his 
balance breaks (photo 3). : 


Tori drops onto his back, supports his body weight 
he left fi the re ae 
on the left foot, puts the top of his right foot on the 


inside of uke’s left thigh and lifts it up by springing it 
upwards (photo 4). At the same time he lifts uke fur- 
ther with both hands and throws him over his head. 
Uke is thrown forward in a large rotating movement 
and then stands up (photo 5, 6, 7). 

This technique is the Nage no Kata for sumi-gaeshi. 


KEY POINTS TO THE TECHNIQUE 

Sumi-gaeshi was also a koryu technique, and was exe- 
cuted from a defensive grappling posture. Defensive 
osture does not mean a posture to defend in. The feet 
ae positioned open and the waist is lowered. It isa 
flexible posture where one can move agilely with body 


control in order to perform the tsukuri on the oppo- 
nent's posture. 

Therefore, if you grapple with the chin on the oppo- 
nent's shoulder, you will not be able to execute an effec- 
tive technique. Both sides should grapple in a posture 
where they hold each other lightly with both hands, 
their upper bodies are positioned slightly apart, and 
each of their own body weights is placed slightly 
towards the rear (photo 8). 

Y On the first step, where tori steps back with his right 
foot and draws uke’s | ould break 
uke's balance t 


ft foot out, tori sh 


s his left front corner (over the tip 


war 
of his left foot). But sometimes uke’s balance will break 
towards his right front corner. In this case, with the 
intention of twisting him down from that posture, tori 
shou d take a big step back with his right foot, thereby 
increasing the distance between them, and lift and pull 
uke towards the tip of his left foot with both hands, so 
that his feet open up wide. 

In fesponse to this effective first movement, uke 
Straightens up and begins to return to a stable posture. 
Atthis moment, tori lessens the pulling action of both 
hand Ss so that uke begins to straighten up. He lifts uke 
forward with both hands and begins to break his bal- 


ance ‘ : 
ms This time, instead of allowing uke to return to 
Stab! 


ing > 4 
6 Posture, so that uke steps further forward with his 


write cic\: Ra adi 
@ posture, he lifts him forward from a semi crouch- 


right foot, and tries to maintain a stable posture. 
Uke steps his right foot forward to support his body 
and at the moment it draws level with his left foot, 


tori lifts him up and forward with both hands so that 


uke t and legs bend slightly, 


and his weight falls over the tip 


feet open wide, his wa 


of bot 


his balance breaks in a posture from which he cannot 


me as positioning uke's be 


and leans back. Tori’s fe 
feet, and both sides pull 


ture (photo 9) 
Tori supports his b 


drop 
left he 


g onto nist 


_ and enters between uke’s 


om uke and the springing-up action of 


too away 


the right leg will not be effective When tori drops down, 
he puts the f ight foot on the inner thigh 
above the back of uke's left knee (photo 10) and lifts 
itup in an upwards springing mouon. At the same ume 
he lifts up with both hands and synchronizes be 
ild not move 


movements to throw uke down Uke s 


ts L 


t make up 


uke in 


veme 


in time with the series of 


ie leadine 
ays be leading 


tori’s body control. Tori must a 
octively, 


order to execute the technique eff 


owing and uke being 


If a simple concept of tori 
{ to a general kata, it will produce an 


e will very often breakfall 


thrown is ap} 
| 


insufficient tsukuri anc 


on his own initiative before tori completes the kake 
In sumi-gaeshi, tori and uke always pull against each 


nacom- 


other, and they must develop from a posture 


mitted and serious manner 


1 wn, he less ! wd 
Atthe moment uke drops down, he lessens the hol 


tuke is thrown forward 


ing action of both arms, so 


in a rotaing movement, ang tands up. This is an essen: 
hni jdori, tori completes 
tial part of the kata technique. In randon, ton cor plete 


with both hands. therefore 


the technique by pullit 


| ing thro 
ble to stand up after being thre wn 


uke is una 


w 


214 


SONO NI 
Sumi-gaeshi—gripping uke's back 


Both sides grapple in right natural posture, tori takes a 
Tigh i posture, and, while lowering his waist, 


ghi 
grips uke’s back (or the back of his collar) with his 
right hand, then draws uke’s body down with both 
hands. Uke responds by opening both feet, and bends 
forward, then he begins to straighten up and return to 
a stable posture (photo 11). 


At this moment tori lessens the pulling action of 
both hands, and at the moment uke has straightened 
up halfway, pulls him forward with both hands 
and, while breaking his balance, steps the left foot deep 
inside uke's feet and supports his body weight (photo 
12), then he drops d 


own onto his back while placing 
the bottom of his right leg on uke’s inside thigh (photo 
13). He lift up in a springing action so that he is 
thrown backward over tori’s head (photo 14, 1 5). 
Sumi-gaeshi is executed while grappling in a defen- 


sive posture. Therefore, tori cannot gain close contact 
with uke’s upper body 


because of the space sey 


vhen grappling in this posture 
rating them, and he cannot 
place his right foot on the inside of uke’s thigh either. 
Consequen 


Lis essential to grip uke’s upper back, 


pull dow ward te fenal “ 
pull do orward in a defensive posture, shorten 


the gap between them, and bring uke's upper body 
against him. 

In this situation, tori is not limited to lifting up the 
inside of uke’s left thigh (in a springing action with his 
right shin) like in the kata; he can also use the area 
between his thighs (photo 16). 

Tori must synchronize the actions of pulling with 
the right han 
ping down in a rotating movement so that the throw 
is completed in a circular movement similar to that in 
tomoe-nage. 

Tori can also pul) uke with his left arm i 
through uke’s right armpit, and pull his upper body 
even further as he drops down (photo 17). 

There are numerous explanations and concepts of 
how to change from a natural posture to grappling Ina 


d, lifting up with the right leg, and drop- 


defensive posture in the old textbooks from the \ 
era. 

Sumi-gaeshi executed from a natural posture does 
not have much practical use as a randori-waza, therelore 
it requires a lot of work to execute successfully 

If tori grips the back of uke's belt from over his shoul- 
der with the right hand, and drops down to throw hint 
this technique is classified as hiki-komi-gaeshi 


SONO SAN 
Sumi-gaeshi—from uchi-mata 


Taking the initiative, tori grips uke’s left sleeve with the 

eft hand, and uke’s back (or the back of the collar) 

eeply with the right hand, and pulls uke from a right 

posture. Uke faces to the left side, and responds by grip- 

ing tori’s right front collar with the left hand, is unable 

to grip with the right hand, and his posture becomes 

unstable (photo 18.1, 18.2). 

Tori executes uchi-mata from a variation of a right 
posture, so that uke responds by raising his right foot, 

and at the moment he begins to transfer his weight over 
to the left foot (photo 19), tori inserts his right leg 
etween uke’s thighs and turns to face towards uke, 
while placing the bottom of his right leg on the inside 
of uke’s right thigh (photo 20), and pulls uke so that 
he faces even further to the side with the right hand 
gripping uke’s back and the left hand gripping the end 
of his right sleeve. He lifts the right leg up in an upwards 
springing motion, drops down, and throws uke using a 
Wwisting action (photo 21, 22, 23). 

. Lately, this technique has been seen more and more 
iN Competition. Similar to sono ni, tori pulls uke by grip- 
bing his back so that their upper bodies touch, but then 
headapts from uchi-mata, which is the special feature of 


this technique. Thus, tori feints with uchi-mata to con- 
tinue to the next technique. When he drops down he 
places his right leg on the inside of uke’s right leg and 
while twisting 


lifts it in an upwards springing motion, 
his body to the right (as he drops down) to complete 
a yoko-sutemi-waza. 

It is essential to execute this ted 
bodies in physical contact while grappli 
posture, which can be difficult as a sl “w 
technique has a different concept to the original sumi- 


nique with the upper 


gaeshi, but can still be seen as a related technique. 


SONO YON ; 

Sumi-gaeshi—resembling kawazu-gake si 

1. Sumi-gaeshi—leglock with the right leg and twisting 
the body to the rear left while dropping down 

left sleeve with the left hand, 


ght 


Tori grips the end of uke’s 
grips his back with the right hand, and, from : ti 
medi f 1(r 4 
defensive posture, pulls uke forward (photo 24) 
e i } ht os 
Tori feints uchi-mata by swinging his right leg 
: } 5 ke S n en 5. 
between uke's legs (photo 25). Uke responds by bend 
back and begins to defend 


leg back and wra 
). From that posture he steps 


i At that moment, tor 
ing 
brings his right 
of uke’s left leg (photo 26 
his left foot in front of uk 


ps it round the inside 


e's right foot (photo 27), 


1e body to throw uke , ; 
with both hands, lifts his right leg in an upwards 


with the yoko-su vaza of this techniqu sprin, 
leg) yi movement (while wrapped around uke's left is my opinion tt 
leg Ds straict ‘ 
4 , se og ‘ r 8), drops straight backwar ists t i I 
2. Sumi-gaeshi—leglock with t t leg and gripping eal on ight backward, and twists to the right to gaeshl 
bes ; nf throw uke down (t > 31, 32, 33) 
uke’s pants with the le d while d Wh 3 lain acta. 


A Recently 
N tori lifts uke upwards, he lowers his waist 


rear r 
TOM a pr r 1 
posture where he faces uke directly, rolls his 


Similar to the described in technique 1, to 


wards (while wrapped around uke's left 


SONO GO ; 
Points to consider on sumi-gaeshi 


Tenjin Shinyo-ryu Juju sur 


ple le) 
8), while ine 

uke’s left leg, steps his left foot in betwer ke nized il pulling up with both hands, and, synchro 

and fee vile ae tI : er ized with this, he swing e up with the front of his 
nd faces directly, From this posture, he 10% st ar . + hates . 

waist and grips uke on U “ce ms t and drops backward to throw him in the ma- 

and gri ke on the right side of his pan sutemi-waz ; n ne 

| 4 4 of this technique Master Kano learned Te 


the left hand ( to 30). He lift if 1 
ft hand (photo 30). He lifts uke t The cobinents of tect a 
pts of techniques } and 2 differ from that —suke Fukuda 


Above are stills from video footage of Toshihiro 
Kubota (menkyo kaiden shihanka: school inheritor) as 
ahiko Sakamoto (menkyo: instructor) per- 

forming sumi-gaeshi. Uke grips tom's front collar on both 
sides with both hands (photo 34). Tori grips both 
| from underneath with both hands, and 


uke's sleeves 
g him back. Uke responds by 


advances while pushin 


t defensive posture. He holds 
t arm with both arms, and, while drop- 


e down onto hi he springs the inside 


} 


ight thigh up with the lower part of his right 

leg, and throws uke backward 

Tori grips the back of uke’s belt with his right 

hand, drops onto his back, springs uke up with the 
tween uke’s thighs 

and throws him bac rd. He can also twist the 


body in one s down to throw 


reak his balance in uke’s left 


s uke’s balance further in his left 


nands, and he moment uke 


ike’s 
tings up the 


bottom of 


3 down onto 


moving back and holds his ground (photo 35). At the 
moment uke pushes back, tori drops down onto his 
back while putting the top of his left foot on the inside 
of uke's right thigh, and, using momentum, lifts him up 
in an upwards springing motion, and pulls with both 
hands to throw him down (photo 36, 37, 38, 39). 


KEY POINTS TO THE TECHNIQUE 


Hikikomi-gaeshi is executed when both sides are grap- 


pling in defensive posture, therefore it bears similari- 
ties with sumi-gaeshi. 

Tori steps back with the right foot, then left foot, 
while drawing uke forward, lifts him to his left front 
corner, and breaks his balance. At the moment uke 
steps forward with his left foot on the third step, tori, 
instead of stepping back with the right foot, steps 
between uke’s feet and, holding uke’s right arm with 
both arms, raises it upwards. At this point tori does not 


lifts him towards 
his left front corner (tip of his left foot) to break his 
balance (photo 7). 


ly and pushes it upwards, an 


Tori places the lower part of his right leg (shin) on 
the inside of uke’s right thigh and lifts it up in a spring- 
ing action while dropping down onto his back. Tori 
can also place his right shin between uke’s thighs to exe- 
cute the technique as well (photo 8) 

When tori drops down, he should lower his buttocks 
close to his own left heel, and enter his body towards 
uke’s right foot so that uke cannot resist the technique. 

In this technique, tori does not use a pulling action 
of ind, but holds uke’s right arm instead. There 
fore, while dropping n to the rear, he pushes uke’'s 
right arm upwards with both hands, so that uke is 
hrown strongly and s and separates from him 
At this point, it is essential that tori carries uke’s right 
arm towards his right shoulder while he drops down 

Judo Tebiki Gusa includes explanations and diagrams 


of hikikomi-gaeshi Idition to explaining the orig 

inal form of this special technique clearly, it makes an 
excellent reference for study 

ii of hikikomi-gaeshi was a technique in 

1, but is not practiced as randori-waza al 


After Kodokan was established. there 


> posture attacks, and defen 
nage-waza, far more natural posture randori wert 


established. Thus, they gradually faded from existence 


Hikikomi-gaeshi was included in the Gokyo no Waza 
in the Meiji era, but by the revision of the Taisho era it 
had been excluded, 


SONO NI 
Hikikomi-gaeshi—gripping the back of uke’s belt 


both sides grapple in right natural posture. Tori tal 

aright han-mi posture with his waist lowered and, while 
noving back, draws uke’s upper body downwards Uke 
pens his feet, pulls back his waist, and defends w ith 


his body slightly bent (photo 9). 


i grips the back 


nt hand, ar 


along uke’s back, he | 


i 
shoulder and f 


pulls with both 
I 
fori inserts his le I 


right armpit 
hand thre s right armpit 
blade and 


s uke’s shoulder : 
controls uke by makit 


and hold 


tightens with both h ands 
ra fnhoto 11 
im lean forward (photo } 
him lean forward (Ff coke 
Tori steps his left foot deep betwee uke's fee 
eth ie he Lowe! 
malig! photo 12), places the lower 
in ro s (photo 
he le as (f 
end of his rignt! 


13), while drof 


He pulls down s! 


*t his head (p 


s technique depend 


ke’s body 


ands so that 


16, 17) 


span whether 


Tori ¢ ines tl f 
ning the force from dropping down with 
ey ing firmness in the pulling action of both 
i complete the technique. 
1Or can alsi i j 
dove td ot drop down while gripping uke’s right 
’ but the pulling action will not be sufficient. 


sno SAN 
ide 
ikkomi-gaeshi—dropping down to one side 


Similar i 

ar to the princi i 

te bal Brats boi explained in sono ni, tori grips 
uke’s belt with the right hand, and draws 


with the left hand inserted through uke's 


so that uke leans forward (photo 20) 

Tori pushes up with the left arm, pushes dowr 
right arm, and feints by twisting uke’s upper body t 
the left side. At the moment uke 


with his upper body, tori takes 2 
tion by stepping back with the t yping in 
front of uke's feet with the left foot ( 21), and 
twists to the right so that he faces upw ards. He thrusts 


his head through uke’s right ar 


down undemeath uke’s abdomen, and 


nd even further so that uke is 


twists rou 


thrown to the right side (photo 23, 24 


ue, tori pulls uke’s u 


body for control, and when he drops 


and controls uke’: 


to the side 


arm. Att stant he beg 


ing action before t 


le droppi 


yoko-sutemi- 


hi has two clas- 


ma-sutemi-waza. 


SONO YON 


Differences between hikikomi-gaeshi and sumi-gaeshi 


ces are set out as 


Differences between sono ichi in hikikomi-gaeshi and 
sumi-gaeshi (kihon kata) 
HIKIKOMI-GAESHI 


sono ichi in 


Differences between Application in sumi-gaeshi 
and sono ni in hikikomi-gaeshi 
SUMI-GAESHI 


s back with the right hand, places | 


een uke’s thighs, and springs it up while 


ping down (photo 29). 
HIKIKOMI-GAESHI 


ps the back of uke’s belt with 


places his his right leg between uke’s thighs, and springs 


it up while « 


»pping down 


ses apart lies in 


for telling these techniq 
11) or whether 


ieshi) 


tori grips uke’s back (sumi-g 


the back of uke’s belt (hikikomi-g 
gaeshi (yoka-sutem|- 


ps uke’s back 


dasa hikikomi 


> hikikomi-gaeshi, it is regz 


MW technique 


in judo 


temmauic 


as held between Japan and the 


viet Union in Japan in 1961 


Maebashi, Kobe, YOKO 


wasa man called Stepanov, who inflicted pain on many 
japanese judoka, with ashi-tori-waza from Sambo Judo, 
and unorthodox techniques such as obi-tori-gaesh 

The technique, in which he gripped the back of the 


5 Tawara-gaeshi 


ori leans over uke’s back with his upper body from 
the front, holds uke’s torso with both arms, and, while 
scooping his body up, drops down onto his back and 


throws uke backward. 


SONOICHI 
awara-gaeshi—making uke bend forward 


both sides grapple in right natural posture. Tori grips the 


back of uke's collar with the right hand, and steps back 


with the left foot into the right posture while pulling 
lm down. Uke responds in the right defensive posture 
(photo 1) 


Tori moves back two or three steps in the (sugi-ashi 
ds, and 


th h 


form while pulling uke down with 


bey} . Fi 
egins to break his balance so that uke draws back his 


eC 


opponent's belt and dri 


j 
been called obi-tori-gaeshi, 


sono ni 


w Stepanov execut 


re above picture: 


gaeshi. 


hips 


right hip, then 


distance bet 
At this mo 


with both ha 


and covers the back of uke 


his upper body Tort insert 


armpits and holds his tors 
with his right hand on uke’s lower 4 


t oft 4 t ea 1 jown ¥ 
presses the back of ukes eae ¢ 


abdomen (photo 3) 


Tori positions his face o 


n the right side of uke 


While he tightens and squeezes 
pulls uke, he steps his left foot inside Uke sf 
( pack of uke’s head with his 


shoto 4), and pushes 


sops up the lower 
lower abdon . 


nen. Bendi 


alf of uke's body, and, while lifting him up on his right 

houlder, drops down onto his back and throws uke 
backward 

Uke is thrown in z rotation towards tori’s right 


shoulder (pt 


KEY POINTS TO THE TECHNIQUE 
ster Kano talks about i name of this 
technique in the Kodokan Judo Ke 
“It is called tawara-gaeshi because it resembles a 


person lifting a bale of straw.” 


In order to hold uke’s back, tori must maintain his 
stability while increasing the distance between them, 
pull uke down so that he leans forward, and draw him 
in to his chest. It is important to position uke in a pos- 
ture from which he cannot adapt. 

Next, in order to lift uke’s body up, tori puts his chest 
area completely against uke’s back. He grips his own 
left wrist with the right hand and draws uke’s body tight 
against him, so that he holds and controls uke com- 
pletely (photo 9). If tori holds uke’s body too lightly. 
he will be unable to scoop up uke’s lower body weight, 


and uke will probably counterattack with morote-gatl 


SL PUCATION 


ale-Qaes 


1 Uki-waza 


fts uke to his right front comer, breaks his balance, 


e opening his body to the left, puts his left leg 
on the outside of uke's right leg, drops 
half facing left, and throws uke back in a rotat 


ement 


SONO ICHI 
Uki-waza— of Nage no Kata technique 


ple in right defensive posture (photo 1). 


ft front comer. Uke responds by 
his left foot, and begins to return 

posture (photo 2). 
ith uke correcting his stance, tori lessens 
both hands so that uke begins to 
s moment tori uses both hands to 


tward diagonally in order to main- 
tori lifts uke towards 
ands so that his weight 


his balance (photo 3), he lightly str ens the left leg 
and, opening diagonally tc 

cular shape, he drops dow 

uke towards his left she 
the right front in a large r 


up (photo 4, 5, 6, 7, 8). 


KEY POINTS TO THE TECHNIQUE 
Both sides grapple in 

with the right foot 

to break his balanc 


an 
continues from 
third movement 
At the mo 
ture, tori 
towards the 


executes. 
While tori open 


SONON 
Uki-waza 


the left foot, and begins to return to a stable posture 
(photo 9) 

At this moment, tori lessens the pulling action of 
the right hand, so that uke straightens up and begins 
to step back with his left foot. Uke supports his body 
weight on his right leg, and at the moment he raises 
his left foot and begins to step back, tori lowers his 
waist, and drives uke’s left foot back by stepping in deep 

h his right foot. He lifts up with the right hand from 

y, and, synchronized with this, he pulls up with 

the left hand, so that uke is not able to transfer his 
eight onto his left foot and it is raised off the mat. 
will balance on the tip of his right foot in a stiff 
ure, as his balance breaks towards the right 


d rigid pe 
t comer (photo 10). 

ports his body weight on the right leg, while 

s right knee, so his right buttock is close to 

reel, opens his body to the left, straightens 

teps his left foot in front of uke’s right foot, 

rops down (photo 11). He lifts and pulls with 

ht hand and at the moment uke begins to rotate, 

anges the action of his left hand and pulls down 

a circular motion pulling towards the left side of his 

He synchronizes the right hand with this and 

n the direction he is being thrown, and 

r the left shoulder towards the left rear. 

hrown towards the front right in a large rotat- 


und the fulcrum of the tip of the right 


ori’s tsukuri is not to transfer uke’s 

foot, which he steps back in order 

o a stable posture, but to break his balance 

t front comer so that he is standing on 

leg). In order to do this, the timing of 

as he steps in and drives uke’s left foot back 
yportant. At that point he does not break uke's 
nce using his hands only, but he lowers his waist 
ght foot near uke’s left foot, and lifts him 

ortant to tsukuri using the waist 


ko-sutemi-waza where tori throws 


g down. Therefore, if he tries to throw 
1 the power from his arms, this will 
> particular characteristic of this 


prove ineffective. 


ot open his left leg 
1€ steps in to uke's 


eg often touches 


der, and the little-toe side of his left leg, are touching the 
mat. His right knee is bent and raised, and while rais- 
ing his waist slightly, he uses the twist of his body to 
complete the technique 

There are many opportunities to apply uki-waza in 
normal randori by drawing uke’s right foot forward 
while grappling in the natural postu ilar to the 
principle explained in Nage no Katz also exe- 
cute the technique at the mome 


the left foot by lifting him to 


eps back with 
front corner, 
breaking his balance, and ther 


SONO SAN 
Uki-waza—with uke in a left han-mi posture 
Tori grips the end of uke’s 
(photo 14). He pulls 

his left foot, and v 

(photo 15.1), to 

uke’s back (or the back 
and makes uke fac 


i posture 
side of 
tight hand, 
time, tori 


hands (photo 15.2). 

Tori moves so that he a 
ping his left foot in 
both hands so ti 
outside tip of h 
his body to the 
ing on the } 
opening his 
He pulls witt 
and throws uke 


ef 
b 


bo 


weight falls toward: 
is thrown 
19). 
The concept of 
ichi and sono ni 
nowadays. 

Firstly, toric 
ble posture so 

mly, he then ste 
opens his body t 
over the tip of his | 
opens his body in a | 


In a circular swing 


movement while twist 


18 a unique characte 


SONO YON 
Uki-waza — from the form of kata-gurum 


sides grapple 


Both 


Opportunity, and, fre 


he lowers his waist and steps into uke’s chest with his 


nt foot. He inserts his right hand through uke’s thighs 


rigt 
(photo 20), and puts his head 
! m of kata-guruma. He pulls 
ight armpit is 


of his head; he pulls with th 


inder uke’s right armpit 


down with the left hand so that uke's 


tight against the back 


lef 


uke’s upper body up to the righ 
1). 


t 


d also, lift 


n front of uke’s right 


s left leg and steps deep 
s left buttock onto the mat while dro 
e, pushes up with the right hand, 


ens 


=] 


foot. He lo' 


ping down to 


pulls down w engthens his left leg, 
and raises his hips, and then throws uke towards the eft 
rear corner. Uke is thrown towards the tip of his right 
g movement (photo 22, 23, 24 


ers in using the kata 


foot in a rotati . 
kata- 


does not execute the throw from 


ulder. Therefore, 


and 


der uke's right army 
ith uke's right arm wrapped 


3 firmness in this, he 


ique. 
Kodokan Waza Research Insti- 


tute (April 1, 1997), it was decided that this technique 
| 


is related to uki-waza and not kata-guruma, because ¢} 


concept of the throw is based on the principle of yoko- 


sutemi-waza. 


SONO GO 
Points to consider on uki-waza 
Nagaoka, 10th dan and uki-waza 


Samura, 8th dan (later 10th dan), touched on uki-waza 
in Gokyo no Waza. “Among those studying at Kodokan, 
Nagaoka, 9th dan, developed his practice of this tech- 
nique to perfection. He was truly peerless in this matter 


He gripped the outside of the opponent's right middle 


sleeve with the left hand from a right natural posture 


fectly.” 
agaoka, 10th dan, performing uki-waza 


(Art of Judo by Kodokan, 1949), he is a 10th dan and 


vaza and it always turned out p 


m of 


in his final years, aged 74. Both sides grapple in 


natural posture. Tori draws uke’s left foot out, and at 


ter 


moment uke continues by stepping forward with his 
right foot, tori lifts him to his right front corner, breaks 
his balance, and drops down to throw him (photo 26, 


30). 


2 Yoko-otoshi ed 


Tori lifts and breaks uke’s balance towards hi 


t leg and slides it to the outs 


He straightens his | 


ofuke’s right leg. He drops down onto his side os ea 
towards the left and throws uke towards his right side : ‘ 


SONO ICHI 
Yoko-otoshi— grappling in right defensive posture 


Both sides § 


Tori steps back 


then the 


him, hes 


down to the left side. At this point, tori hooks uke’ 


right foot with his left leg and restricts its free move- 
ment, then he twists to the left side as he throws uke 
k ight foot fixed to 


s parallel with tori without rotating in 


st maintain firmness in the 


throw uke as he drops down. 

Samura, 10th dan, says the fol- 
lowing key points about how to 
drop down in Gokyo no Kaisetsu: 

Step your left foot in past the 
e of the opponent's right 
drop down to the left side 
you re drawing the opponent 
the 


and pull down 


ith both 
not be 


irection you're falling wi 


ids. The opponent will 


stability due 


le to maintain 
ion of your weight 


ng action, and will 


ide. 
amental idea in yoko- 
ody weight, which is 
important to 


SONO NI 
Yoko-otoshi— grappling in a natural posture 
Both si 1 right natural pc T 


tori’s pulling action by moving to his right side with the 
right foot, and then the left foot. Tori moves uke to his 
right side in the manner described above, while gradu- 
ally increasing the momentum, and at the moment uke 
steps with his left foot, tori widens his step slightly as 
he steps to the left side. He lowers his waist slightly, lifts 
up with the right hand, pulls up with the left hand, and 
lifts uke to his right side while breaking his balance. 
Uke’s left foot lifts off the mat and his body weight falls 
heavily toward the outside of his right foot (photo 8). 

Maintaining firmness in this posture, tori slides his 
left leg to the outside of uke’s right leg, and drops his 
body to the left side, while lifting and pulling further 
with the right hand and pulling down with the left hand 
in a circular shape. At the same time, he throws uke 
towards his right side, so that he is thrown in a large 
rotation around the fulcrum of his right foot (photo 9, 
10, 11). 

The concept of this technique is different from that 
of sono ichi. The idea is to drop down with the left leg 
separate from uke’s body, to lift and break his balance, 
and throw him in a large rotating movement, instead of 
restricting the movement of uke’s right leg with the left 
leg. 

Both sides grapple in natural posture and move to 
the side, but tori gradually takes a wider step, and shifts 
further to the right side than uke. Then tori breaks his 
balance towards the side. This is the key point in the 
body control. 
oes not hook and restrict uke’s leg with the left 
e drops down, like in sono ichi (defensive 
drops down with his left leg separated 


from uke’s right leg, and throws uke down with the 
consecutive actions of lifting up with both hands, and 


down. Uke will be thrown to the ri 


ng motion. 


APPLICATION ; 
Yoko-otoshi—from uke’s hane-goshi 


Both sides grapple in right natural posture. Uke draws 
out tori’s right leg and then begins to execute hane- 
goshi. 

Tori responds to uke’s hane-goshi by lowering his 
waist, and while defending, holds the back of uke’s 
waist from behind with his left arm. He lifts uke up by 
drawing with both hands and begins to adapt and 
continue to ushiro-goshi (photo 12). 

Uke tries to escape from tori’s hold by bendir 


g for- 


wards. At that moment tori steps his right foot in f 
of uke’s feet (photo 13), straightens his left leg to the 


side of uke’s right leg, and opens his body to the left. At 


the same time, tori twists his body to the left, 
th the left hand, and 
(photo 14, 15, 16) 


holding the back of uke’s waist w 


drops down to complete the throw 
This is a technique to adapt and continue from uke’s 
ve back 


hane-goshi. The concept of the throw is to hold 
th the left hand, and 


of uke’s waist and control him 
use the twisting action when dropping down 

Iftori performs the tsukuri on uke to the right front 
omer, then drops down and throws uke in that direc- 


tion, this is classified as uki-waza. 


wever, if tori slides his right leg deep between 
s, drops down, and throws uke straight for 
then this is classified as kata-guruma 


lassification of the technique will depend on 


ich depends upon the 
h he 


e right foot, and the angle in whic 


opens his body when tori drops down. 


SONO SAN 
Differences between yoko-otoshi and uki-waza 


Yoxo-orosit 


Tori breaks 


ike’s balance towards the right side, then 


ops down and throws uke in the same direction 
towards the ri 


Uki-waza 


ont breaks uke’s balance towards the right front corner 


then he drops down and throws him in the 


tion tow: 


same direc- 


rds the ri 


ght front corner. 


Put simply, tori executes the | 


ke in the same direc- 


tion as he executes the tsukuri. I ctual direction (Le 


right side or right front corner) determines the name 


of the technique 


me situations, however, tori executes yoko 


y positioning o the right rear corner or 


he drops down and throws 


to clarify the differences 


a matter for the judges 


SONO YON ; 
Points to consider on yako-otoshi 
The change in the way of grappling and concept 


ered, and it was f 


Randor 


Ith 


rando 5 rec 


= 


ht rear corer or 
ightens his left leg, and, while 
or deep behind both 
side of his body, and 


SONO ICHI 
Tani-otoshi— grappling in defensive posture 


pple firmly 

t, then his left foot, 
uke out so that 
_ then his 
ro) ht front 
lance. Uke holds 
onds by begin- 


t foot closer 
n deep to the 


foot, then his 


ps 


right foot in the tsugi-ashi form, thereby shortening the 
distance between them. He pulls and tightens with both 
hands bringing uke’s upper body tight against him, 
pushes him backward, and positions him (tsukuri) 
towards his right rear corner. Uke steps his left foot back 
into a right han-mi posture and his weight falls towards 
both of his heels (photo 3.1, 3.2). 

Supporting his body weight on the right leg, tori 
opens his body slightly to the right, steps his left leg in 


behind uke’s right leg and restricts its free movement, 
while dropping down onto the left side of his body, 
and uses both hands so that uke falls backward. 

Uke falls parallel with tori, and then tori completes 
the technique by leaning on uke with his upper body 
(photo 4, 5, 6). 


KEY POINTS TO THE TECHNIQUE 
In tani-otoshi, both sides grapple in the four arms form 
of the defensive posture, similar to the original uki- 
waza, and yoko-otoshi. The technique is executed from 
a posture when both sides pull and tighten both hands, 
and draw their upper bodies together. 

It is important that tori seize the opportunity to posi- 


tion uke (tsukuri) at the moment uke raises his left 
foot to step back. 

When tori drops down, he pulls with both hands, 
and with uke’s upper body tight against him, he puts 
his left leg on uke's right shin, and places it on the mat 
behind uke’s right foot by sliding it down lightly, 
stoping the free movement of uke’s right leg, then he 
drops down onto his left side in a leaning motion. Uke 
is thrown backward with his right foot fixed to the mat. 
Thus he is thrown straight down onto the spot, and 
does not rotate in a large motion. 

Tori can also maneuver his body in a large motion, 
jum and enter deep behind uke’s back, and slide his left 
leg towards the rear of uke’s legs (left leg) to execute 
the technique (photo 7). 


SONO NI ; 
Tani-otoshi—grappling in natural posture 


Both sides grapple in basic natural posture. Tori steps 
forward with the left foot, then the right foot and, tak- 
ing a right han-mi posture, pushes in, At this moment 
he pushes uke’s left shoulder with his right hand, and 
steps in to the tip of uke’s right foot with his right foot. 
Uke steps back with his right foot, then his left foot, and 


holds his ground. He becomes unstab 
over the left foot, and pushes back 
Posture (photo 8). 

Att 


ith his weight 


to return to a stable 


Ss moment, tori lessens the pushing action of 


the right hand and pulls so that uke steps forward with 
his left foot while pushing back. In tin 


action, tori lowers his waist, ste 


s his left foot to the si 
of uke’s right foot, and changes the i 
hand to li 


Ung and pulling in a circular st 
same time he pulls his left hand towards 
of his chest, and positions uke towar: 


e 


ds his right rear 


{ onto the 


left foot, which is lifted off the mat, and his balance 
breaks over his right heel (photo 9) 


Tori draws 


right foot closer, thereby 

the distance between them, supports his we 

right leg, and slides his left les 

leg. While dropping down to the left si 
right hand, and pulls d 


i 


natural pos’ 


rate from ul 


APPLICATION 
1. Tani-otoshi— from kuchiki-taoshi 


hi 
e where hi 


yn with his 


leg, therefore he does not hook 


ands in a | 


Uke responds by stepping back with his left foot, 
thereby increasing the distance between them, and 
maintains his stability while moving backward (photo 


At that moment, tori supports his body weight on 
the right leg, slides his left leg towards the rear of uke’s 
left supporting foot, and drops down onto his left side. 
At the same time, he pulls up with the right hand, pulls 
down with the left hand, and throws uke backward 
(photo 16, 17). 

This is an adaptation technique for when uke 


responds to kuchiki-taoshi by moving backward, ren- 


t ineffective 


2s his left leg in, and restricts the free move- 
ment of uke’s left foot while dropping down, therefore 
uke is thrown on the spot without rotating. 


2 Tani-otoshi~from uchi-mata 
Uke sees an opportunity, and at the moment he executes 
chi-mata, tori responds by lowering his waist and hold 


ing the back of uke’s waist with the left hand (photo 18), 


Seeing that his technique has proved ineffective, tori 
defends by releasing both hands and shaking his body 


free. At this moment, tori holds uke’s body from behind 


with both hands (photo 19). He pushes the side of uke’s 


left hip towards 


the nght with the left arm while shifting, 


steps his right leg from behind uke towards the right 


side, restricting the free movement of uke’s right foot, 


and drops 4 


backward (photo 20, 21). 
After tori dodges and responds to uke’s uchi-mata, 


own onto his right side while pushing him 


he moves to the right in time with uke’s action, then at 
the moment uke moves his right leg to the right side, 
tori drops down and hooks with the right leg, while 
pushing uke back with the left arm to throw him down. 

h 


The timing of restricting uke’s free movement w’ 
the right leg is very important. It is at the instant uke 
sends his right foot to the side in time with the move- 
ment to the right side 


Uke is thrown onto the spot without rotati this 


technique also. 


SONO SAN 
Tani-otoshi—with uke's left arm under the right 


armpit 


Tori grips the end of uke’s left sl 


and, while pressing 


mi posture (photo 2 


» 


Tori pulls back 
out uke’s left foot 


ke's left 
r uke s left 


hs 


and into his left armpit (p 


and steps the right leg in behir 


hoto 23 


inner thigh from the 


over both he 


balance 
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APPLICATION 
Tani-otoshi—from soto-makikomi 


Both sides grapple in right natural posture. Tori sees 
an opportunity, holds uke’s right arm lightly under his 
right armpit, and enters the kata for soto-makikomi 
(photo 29) 

Uke responds by lowering his waist, and at the mo- 
ment he defends by bending back, tori firmly squeezes 
uke's right wrist under his right armpit while stepping 
his left foot to the rear of uke’s right leg with his waist 
lowered, and puts his left shoulder on the back of uke's 
right hip. At the same time, he holds uke’s right leg 
from the rear with the left hand and brings him tight 
against him. He bends back and drops down onto his 
back to throw uke (photo 30, 31). 

In this technique, tori does not need to begin to 
throw with soto-makikomi; tori can often intend to exe- 
cute tani-otoshi from the beginning in the next tech- 
nique. Tori feints soto-makikomi at the beginning, and 
at the moment uke bends back, tori adapts and executes 
the technique. Therefore, it is easier for tori to turn 
round to uke’s rear if he holds uke’s right forearm lightly 
under his armpit. 


SONO YON 
Tani-otoshi—with the left arm inserted through the 
left armpit from uke's front 


Tori grips uke’s right front collar underneath uke's 
right arm with the left hand, and uke’s left sleeve with 
the right hand, and grapples in a left han-mi posture. 
Uke grips the back of tori’s collar with the right hand, 
and tori’s right middle sleeve with his left hand, and 
grapples in a right han-mi posture (photo 32). 

Uke sees an opportunity and begins to execute harai- 
goshi, and at the moment he steps his right foot in front 
of tori’s feet, tori takes the initiative and steps his left 
foot deep behind uke (behind his feet). He draws the 
right foot up too and at the same time straightens the 
left arm and thrusts it from the front deep through uke’s 
left armpit and against his chest. He pulls with the 
tight hand, bringing uke’s body tight against him, and 
pushes backward to position (tsukuri) uke towards his 
rear (photo 33). 

Tori pulls and tightens further with both hands and 


pushes backward. He restricts the free movement of 


uke's legs with his left leg, and, bending back to the rear, 
twists towards the left and drops down to throw uke 
down (photo 34, 35). 


It is important for tori to seize the opportunity and 
perform the tsukuri quickly by stepping in to uke’s 
rear at the instant he perceives uke's intention to exe- 
cute harai-goshi 

When he steps in to uke's rear, he inserts the left arm 
under uke's left armpit, turns his wrists over. squares his 
elbows, and draws the right hand towards his own chest 
Atthe same time, he must step his left foot deep out- 
side uke’s left foot, put the lower half of the front of his 
body against the back of uke’s waist, and control uke 
with his body tight against him. 

Tori then does not allow uke’s body to separate from 
him (until the throw is over), drops down to the rear, 
and completes the technique by twisting slightly to the 
left. Uke is thrown backward with both legs firmly fixed 
to the mat, and is thrown onto his back 


SONO GO 

Differences between tani-otoshi, uki-waza, and yoko- 

otoshi 

All three of these techniques are yoko-sutemi-waza, 

but there are also variations of technique, as well as 

some techniques classified as ma-sutemi-waza. 
Therefore, the following explanation deals with the 


4 Yoko-guruma 


differences between the basic yoko-aus, 

basic yoko-sutemi-waza (ih 
waza) 
TANI-oTOsH 


Tori breaks uke’s balance str 


down and throws uke in 
towards the rear 
Yoko-orosut 

Tori breaks uke's bal 
down and throws 


he right side ¢ 
he night side 


in th 


¢ same direction. t 
the right 
Uki-waza 
Tori breaks uke's balan 
drops down and throws uke in the 
towards the right front comer 


There are some situations whe 
tsukuri and kake are different, but 


the technique is usu- 
ally determined based upon the direction uke is fi 


thrown in. 

A technique that is co nly conf 
Sutemi-waza is kosoto-gake_ In thi 
uke’s left leg with his right } 


by leaning on him. It is important to obser 


the main action in the te 


que is dropp 
(yoko-sutemi-waza) or hooking with the leg (kosoto- 
gake) (photo 36) 


Tori holds the side of uke’s waist from uke's behind 
with the left hand, and breaks his balance forward 
While sliding his right leg between uke’s legs from the 
front, he drops down onto the left side of his body, 
and throws uke forward (tori’s left rear) 


SONO ICHI 
Yoko-guruma — of Nage no Kata technique 


Both sides step in to a space about 1.8 meters apart 
(photo 1). Uke steps forward with the left foot, while 
raising his right fist (photo 2), then takes a step for- 
ward with his right foot, and throws a punch at uke's 
head with his right fist 

At this moment tori lowers his waist, and steps his 
left foot to the outside of uke’s right foot (photo 3) 
He holds the back of uke’s waist with the left arm while 
Moving his right foot forward, puts his right hand on 
his lower abdomen, lifts uke’s body up, and begins to 
execute ura-nage (photo 4.1, 4 2) 

At this moment, uke quickly bends forwards to 
escape toni’s ura-nage (photo 5.1, 5.2). Tori uses uke's 
Posture and breaks his balance forwards with the right 
hand, and slides his right foot deep between uke's feet 


in a Grcular motion (photo 6.1 
his left side and uses the ri 


forward in a rotating movement, breakfallls, ar 
up (photo 7, 8, 9) 


KEY POINTS TO THE TECHNIQUE 


There are several] techniques where uke attacks head- 


on in the Nage no Kata: seoi-1 
and yoko-guruma. They 
and defense method fi 


This is a techni 
ura-nage. 


Firstly, uke must attack ton’s head with the lin 


que 


side of his right fist. Uke calaulates the next set of 


se by hold 


tori s neck) 


(bending forward and de: 
but should not attack fro 

When uke attacks, ton 
armpit, while stepping his lef 
that uke’s fist hits thinair ov 


lowers his waist and py 


he back « 


waist from the rear (along ¢ 


th this, he steps his right foot 


breath, and places his right 


oot in one 
on uke's lower abdomen. Then 

n of the hands and the waist 

pends back and drops down, and 
ck with ura-nage. Tori 

1 for ura-nage but he also 


well, and then he car 


nage by wrapping 
s neck, while bending for 


a defensive posture. At the 


moment tori's ura-nage is 
bending forward, tori p 


forward with the left ar 


impotent by uke 
s waist 


1 his 


€ ant 


weight will fall over the tips of bott 


sive posture, as his balar 
trols uke’s body with t 
then he slides 
between uke’s 
abdomen), twists 

onto the left side o 

his left shoulder 


Tor drop 


ps down 


ws uke towards 


right foot is fixed to the mat and he is unable to take a 
big step forward and breakfall. Uke is thrown forward 
in a small rotating motion, and then stands up. 

In randori, tori tightens and pulls with both hands 
to complete the technique so that uke does not stand 
up after being thrown. 

The kata may seem too formal, but it is important to 
acquire the principles of attack and defense properly 
by practice, and then put them into use in randori. 


SONO NI 
Yoko-guruma—from uke’s hane-goshi 


Both sides grapple in right natural posture. At the 
moment tori steps forward with his right foot uke 
egins to throw him with a right hane-goshi. 

Atthis moment, keeping his upper body completely 
straight, tori bends both legs, lowers his waist, and twists 
to the right by thrusting the front of his left hip out and 
placing it on the back of uke’s right hip, At the same 
time, he puts his left hand along the back of uke's belt 
and holds the side of uke’s left hip deep, and with his 


right hand gripping uke’s left collar he draws it towards 


Ms own chest. Thus, responding to uke’s hane-goshi 
in one stroke, he pulls uke up and begins to adapt and 
continue to the left utsuri-goshi (photo 10.1, 10.2). 


Uke releases both hands, opens his feet, ts his 
waist, and at the moment he defends by leaning for- 


ward, tori brir eft foot closer to the right fi 


and pushes the back of uke's 
by breaki 

and towards the fron 

uke’s front, wh 


across the mat) from 


opens his body to t 
side of his body 

pulling with the | pushing up 
right hand, he thre e over his left shoulder towards 
the left n 


ing motion (photo 12, 13, 14 


in a rotat- 


is thrown for 


When tori responds to uke's hane-g by thrust- 
ing the front i 
uk 


right hip, it nportant to hold the back of uke 


with the left hand, at the same time, and pull wi 


right hand, in order to press down and contro! uke’s 


Il be unable to defend 


springing-up movement. Tori v 


} i if k i saint | 
against uke's technique If uke s back is tight agains’ 


front, as uke’s strength will be supe It is also in 
visable to turn and enter uke’s front in a large move- 


ment a 
The best opportunity to apply this technique ts wher 
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uke begins to bend forward to defend against tori adapt- 
ing and continuing to utsuri-goshi. 

At this point tori can also respond with techniques 
such as ura-nage or ushiro-goshi. 

Tori can adapt and continue to this technique from 
uke’s uchi-mata, tsurikomi-goshi, o-goshi, and so on. 


APPLICATION 
Yoko-guruma—turning to uke's rear 


Tori takes a left han-mi posture, and grips the end of 
uke’s right sleeve with both hands, so that uke cannot 
grip him (photo 16). Tori pulls firmly with both hands, 
so that uke takes a big step forward with his right foot 
and turns to the side. Tori turns behind uke, and holds 
s waist deep with the left hand (or grips the back 
of his belt) and controls him thus (photo 17.1, 17.2). 
Tori breaks uke's balance straight forward, draws 
his left foot closer to his right foot, and turning to uke’s 
front, slides his right leg deep between uke’s legs, then 
he drops onto the left side of his body and throws uke 
(photo 18, 19, 20). 
Tori controls uke in a rig cing unstable posture, 
pulls with the left hand holding the back of uke’s waist, 


uke’ 


and pulls down with the right hand gripping uke's right 
sleeve, bringing uke’s body tight against him, At this 
moment, he presses uke's right shoulder and right arm 
with his chest and abdomen area, controlling him in a 
posture from which he cannot resist. 

While maintaining firmness in this posture, tori steps 
in deep with the right leg, drops down, and throws uke 
towards the area in front of uke. In the sono ichi and 
sono ni, tori pushes the back of uke’s waist, lifts and 
breaks his balance forward, then turns and enters uke’s 
front with their bodies separate. The difference in this 
technique is that tori opens his body to the left, turns 
and enters with uke'’s upper body tight against him, 
then he uses the twisting action to throw uke down. 

In some situations, tori takes a deep grip on the 
back of uke’s belt (near the left side) with the left 
hand, and drops down, but in this case, it is essential 
to pull with the left hand and use a left twisting action 
to complete the throw. 

In this situation, tori slides his right leg in lightly, 
and throws uke towards the right front comer (towards 
the tip of his right foot). This is classified as uki-waza 


5 Yoko-gake _ 


Tori lifts and breaks uke’s balance towards his little toe, 
then, while dropping down onto the left side of his 
body, he reaps the outside of uke’s right ankle from the 
front with the sole of his left foot, so that uke is thrown. 


SONG ICHI 
Yoko-gake — of Nage no Kata technique 


Both sides step up and enter a space of 0.6 metres 
(photo 1). Uke steps his right foot forward, and begins 
to grapple with tori in a right natural posture. Tori uses 
this opportunity to step back from the left foot in the 
tsugi-ashi form. While grappling uke in the right natu- 
ral posture, he draws uke out and begins to break his 
balance forward. Uke takes a step back into tsugi-ashi 
form to try to maintain his stability. 

Tori steps back again from the left foot, and makes 
uke take a step forward with his right foot, while his 
balance breaks in a somewhat han-mi posture (photo 
2). 

Tori steps back slightly with the left foot, and at the 
moment uke steps forward with his tight foot in a 


a 


han-mi Posture, tori dr. 


i ‘aws his right f > i 
leh tei ght foot closer to his 


prt atmo hands to break uke’s balance 
uke’s right foot (photo " eae ae 
the left side of his body, whi ’ 
uke’s right ankle (below the ankle) with the sole of hi 

left foot in a thrusting movement. He ena u 4 
Pulls with his left hand in a circular motion jenibe 
ing this with the action of the right hand to hones ie 
to the left side. Uke’s body falls diagonally ietlinndl 
and lands parallel with tori At this time tori lies facin 

towards the left (photo 4, 5, 6). ; ~ 


drops down onto 
© sweeping the outside of 


KEY POINTS TO THE TECHNIQUE 
The kuzushi, tsukuri, and kake are particularly difficult 
to execute in this technique. It can only be applied 
ctlentively in randori through Tepeated practice of the 
Nage no Kata until you thoroughly understand and 
acquire the principles of this technique. 

Tori grapples uke on the tight side and draws him 
out. On the second step, tori pulls with the left hand 
and pushes uke's right elbow in slightly; he also pulls 


and tightens with the right hand while pushing slightly 
Uke steps his right foot slightly inwards and in a some- 
what right han-mi posture, and his weight falls over 
the outside of his right foot. 

On the third step, when uke has stepped forward 
with his right foot from a right han-mi posture, tori 
uses both hands to transfer uke's body weight even 
further towards the little toe of his right foot, then as 
uke continues to step, his left foot lifts off the mat and 
slowly turns towards the back of his own right heel 

At this point, it is extremely difficult for tori to use 
the action of both hands correctly. Tori will often be 
inclined to pull forward, but then he will be unable to 
break uke’s balance towards the little toe. It is impor- 

tori breaks uke's balance in a posture where he 
barely manages to support his body weight. Therefore, 
tori should break uke’s balance over the little toe of his 
ht foot (not the sole of the foot) so that uke's posture 
s straight and inflexi 
ing forward), and 
the toes barely tou 
When tori takes a small step back on the third step, 


> takes a nor tep forward with his right foot, 


down) posture. 
best opportunity to execute the kake is at the 


instant tori’s and uke’s bodies are positioned thus 


Randori no Kata (demonstrated by Yamashita, 8th 


as shown in picture 

stabilize, but if the same 

ied, as in picture B, it will be quite easy. 
t the center is outside the area sup- 


point supporting it has a smaller sur- 


easier to destabilize in this exam- 
1e pole is a 


er words, the 


the execution of yoko- 
leans, then at the momer 
inds t 
i with a complete tsukuri 
principles described here, 
e spot and land parallel to 
ve back of his head hits the mat, in a crisp 
iko-gake 


- is not often seen in randori nov 


as the principles of this technique are extremely diffi- 
cult to practice and acquire. 


SONO NI 
Yoko-gake — supporting uke’s right foot 


Both sides grapple in right natural posture. Tori steps 
back with the right foot while drawing uke’s left foot 
forward (photo 7). 

At the moment uke continues to step with his right 
foot, tori steps his right foot diagonally backward, sup. 
ports his body weight, raises his left foot lightly, and 
pulls firmly with both hands so that uke takes a step for- 
ward with his right foot. At the moment he has stepped 
forward, tori straightens his left leg and places the sole 
of his left foot, from the front, against uke’s right ankle. 
At the same time he lifts uke with both hand, and, while 
positioning (tsukuri) him towards the right front cor- 
ner (photo 8), he drops down onto the left side of his 
body, using the left foot as a fulcrum, and throws uke 
down. Uke is thrown towards the right front in a large 
rotating movement (photo 9, 10, 11). 

In this technique, tori drops down from the form of 
sasae-tsurikomi-ashi. Therefore, it is essential to under- 
stand the principles of sasae-tsurikomi-ashi before 
attempting this technique. In short, tori lifts uke towards 
the right front corner in a large movement with both 
hands, and, breaking his balance, restricts the free 
movement of uke’s right foot with the sole of his left 
foot, then tori throws uke by making him trip over his 
foot, which is the main concept of this techni Tori 
synchronizes the movement of dropping down onto 

left side of his body, with the momentum of swing 

round in order to throw uke in a large motion, Tori 
must maintain firmness in the sole of his left foot and 
in the action of dropping down when executing the 
technique. This technique is completely different to 
the principles explained in the kata. In this technique, 
uke is thrown forward in a large rotating movement, 
while in the kata, uke is thrown down sharply on the 


spot and lands parallel to tori. 


APPLICATION 
Yoko-gake—from kosoto-gake 


Both Sides grapple on the right side. Tori grips the back 
of uke's coll 
uke S right middle sleeve with the left hand. He pulls 
as fi : 

with both hands while grappling, and pushes back 
slightly so that uke responds by leaning slightly for- 
ward (photo | 2) 


In time with uke stepping back with the right foot 
lo’ f rit + } we 
"steps in with the right foot, then the left foot in the 


ar with his right hand, and the outside of 


tsugi-ashi form, and closes the distance between them 
He hooks uke's left heel with the sole of his right foot 
lifts and pulls up with both h ins to throw 
uke backward with kosoto-gake (photo 13) 

Uke steps back with his 1 foot into a left han- 
mi posture, and, supporting his body weight, raises the 
left foot and dodges as tori hooks with his right foot 
(photo 14) 

At that moment, tori changes the direction of the 
kake, bends back, pulls with both hands, and, while 


controlling uke’s body, sweeps up with the sole of his 


st uke’s heel, He gwists to the right and 


right foot agait 
with tori's 


drops down to throw uke. Uke's body rises 
right foot supporting his heel and he is thrown in a 
large rotating movement (photo 15, 16, 17). 

In technique, at the moment uke moves his 
right foot out of the way to escape tori’s technique, it 
is important to twist to the right and drop down with 
the sole of his right foot tight against uke’s left ankle. 
The technique will not be effective if tori does not main- 
tain firmness in the pulling action of both hands, and 
the supporting action of his right foot. 

It is essential to drop down in a posture of balanced 
strength without separating from uke’s body. 

In some situations, tori adapts to this technique 
in the same way after hooking uke's heel with kosoto- 


gake. 


SONO SAN 
Points to consider on yoko-gake 
Yoko-gake as seen from competition records in the Meiji era 


Yoko-gake is not practiced as a randori-waza nowadays, 
but the case was quite different in the Meiji era. Accord- 
ing to competition data, a surprising number of ippon 
in 1897 were made with yoko-gake. 


There is no clear reason for the decline of this tech- 


6 Daki-wakare 


came to the elbow, and the trouser leg to just below 
the knee. It is thought that judoka would grapple by 
gripping the end of the sleeve, with the four fingers 
inserted inside, or with a deep grip on the opponent's 
armpits. This made it easy to pull the opponent out 
and close the distance between them, which would also 
have been ideal for executing yoko-gake. On the other 
hand, it is thought that yoko-gake was regarded as the 
technique that embodied the concept of randori at 
that time, because the development of the technique 
depends upon moving agilely in a natural grappling 
posture, and skilful body control to execute the kuzushi, 
tsukuri, and kake. At any rate, yoko-gake was a popu- 
lar technique for producing a sharp and clean throw. 


Meiji era judogi 
ori: Yoshitsugu Yamashita (then 7th dan) 
Uke: Shuichi Nagaoka (then 


When uke crouches down on all fours, tori moves round 
to his right side, and, using both arms, hugs and lifts 
uke up from behind, then, while twisting to the left, he 
drops down onto the left side of his body and throws 
uke over his body. : 


SONO ICHI 
Daki-wakare— from uke's uchi-mata 


p e uke grapples on 


Yori is in a right natural posture, v 


side, gripping the back of tori’s collar with 
1) \ 


: uke steps back into a 


Ils tori’s upper body down 


sprin, 
bending back, 
his waist forward. He holds 


he back of ule’ A 
the back of uke’s waist from uke’s rear v the left arm. 


At the same time, he pulls with the right hand, and 
begins to lift uke up (photo 3). 

As soon as uke sees that his uchi-mata is not effective. 
he releases both hands, and, turning his back towards 
uke, bends forward, then he tries to defend by placing 
both hands on the mat, from a crouching position 
(photo 4). 

At this moment tori takes a deep grip on uke's right 
front collar with the left hand and holds the side of 
his left hip, he also draws with the right hand gripping 
uke’s left collar, and holds him (photo 5). 

While pulling uke's body up slightly with both 
hands, tori steps his right foot to the front of uke’s 

foot, shifts his left foot coser to uke’s right heel. 
m the right side of uke’s body, puts his chest 

tight against the right side of uke’s back (photo 6) 
lori hugs and lifts uke up by thrusting up with the 
front of his waist from below, and he twists to the let! 


and drops down onto his left side to throw uke towards 


his left shoulder. 


Uke is thrown over tori’s body towards the left side 
in a large rotating movement (photo 7, 8, 9). 


We Deviate ary ae 

KEY POINTS TO THE TECHNIQUE 

Tori < ce’ i 

re ree to uke’s uchi-mata by bending back 
isting the fr f his wai 4 ing with 

bate ‘ ~ ont of his waist out, and pulling with 

eth ands in order to inhibit the energy from uke’s 

echnique. He SI 

or +e He must then be in a stable posture in order 

: © able to Move to the next technique. This is the 

most i 

: “9 Important part at this stage. If uke’s body is tight 

against tori’ » ‘ : , 

tori's upper body, uke’s energy will become 


ra 


effective, and tori will not be able to adapt and continue 
to execute daki-wakare. 

While maintaining his stability, tori holds and con- 
trols uke’s waist from behind with the left arm, and 
begins to counter uke’s technique. From this posture, 
tori can continue to execute uchi-mata-gaeshi, ushiro- 
goshi, utsuri-goshi, and ura-nage. In order to defend 
against these counter-techniques, uke shakes free, or 
tries to escape by placing both hands on the mat and 
crouching on all fours. Therefore, uke bends forward, 
separating his upper body from tori, so that tori cannot 
adapt and continue to counter the technique. How- 
ever, the raised-waist posture uke takes when he bends 
forward is the best opportunity to execute daki-wakare. 

In order to throw uke by twisting to the left, tori must 
insert his left hand deep through uke’s left armpit and 
grip the opposite side (uke’s right front collar) and, 
with the right hand gripping uke’s left collar, he must 
hold uke deep with both hands (photo 10). 

Tori can also grip the front of uke’s belt with the left 
hand (photo 11), or simply hug his waist. 

When tori hugs uke, he holds and controls uke’s 
body with a slight gap between them, while shifting to 
the right side of uke’s body. He does not pull and 
tighten with both hands and bring uke tight against 
him. Tori lowers his waist slightly, and steps his right 
foot in front of uke's right foot. He moves his left foot 
behind uke’s right heel (photo 12), turns, and enters 
to the right side of uke’s body. He puts the front of his 
left hip on the back of uke's right hip, and brings his 
chest tight against uke’s back 

From this posture, tori bends back, and while 
straightening both legs he thrusts the front of his waist 
up. At the same time, he pulls and tightens with both 
hands while lifting uke’s body upwards, then he twists 
to the left and drops down onto one side of his body 
and throws uke. When he executes the throw, he should 
use the energy of his entire body ai that moment, while 
it is important to use the hips to throw uke with an 
upwards springing movement 


SONO NI 

Daki-wakare — from competing on the mat 

Both sides compete on the mat Uke defends on all fours 
«d both knees placed on the mat. Tori 
moves round to uke’s back. grips uke's left front collar 
with the left hand. and his night front collar with the 
hand, and begins to attack (photo 13) 

ck. lifts his elbows and knees 
from the mat. raises his waist, and, at the moment he 


with both arms 


nght 
Uke perceives tori’s att 


thes tc 


escape by standing up (photo 14), tori steps his 
ke's night foot, steps back with his 


nd to the nght side of uke's body 


Tori opens his feet, lowers his waist, and, pulling with 
both hands, draws uke’s body tight against him, then 
hugs and controls him (photo 15). Tori hugs and lifts 
uke up, twists his body to the right, drops down onto 
the left side of his body, and throws uke (photo 16). 

It is it essential to execute the technique at the instant 
uke's posture becomes unstable when he tries to stand 
up and escape tori’s attack. 

In sono ichi, tori executes the technique when uke 
places both hands on the mat in a standing posture. In 
this technique, however, uke is crouching on all fours, 
as he stands up with both hands on the mat from a mat 
posture for ne-waza. Thus, there are opportunities to 
execute this technique. 

Uke's position on all fours can be a progression 
from a standing technique to mat posture. This means 
that tori can execute ne-waza in the same way as sono 
ichi, where uke shifts from uchi-mata to defending with 
both hands on the mat. On the other hand, it can be a 
progression from a mat technique to a standing posture, 
There can be problems when determining whether a 
posture is standing or mat, but both have been adopted 
because they were recognized as techniques a long time 
ago. The difficult points concerning standing posture 
and mat posture are dealt with later in this technique. 


SONO SAN 

Differences between daki-wakare, yoko-guruma, and 
ura-nage 

These three techniques share many similar features. 
The differences are outlined in the following: 
DAKI-WAKARE (YOKO-SUTEMI-WAZA) 

Tori steps in to uke's right side, and, while hugging and 
lifting uke’s body up with both hands, he drops down 
onto the left side of his body, and throws uke over his 
body towards his left shoulder. 

YOKO-GURUMA (YOKO-SUTEMI-WAZA) 

Tori holds and pushes the back of uke’s waist with his 
left hand. He lifts and breaks uke’s balance directly 
forward, slides his right leg deep between uke's legs, 
drops down onto the left side of his body, and throws 
uke straight forward (towards tori’s left shoulder} 
(photo 17) 

URA-NAGE (MA-SUTEMI-WAZA) 

Tori holds the back of uke’s waist with the left hand 
pushes up with the right hand, and lifts him up while 
dropping straight backward (onto his back), and 
throws uke backward (photo 18) 

The main differences between these techniques are 
that in daki-wakare, tori hugs and lifts the opponent up 
while dropping down onto the side of his body In yoko- 
guruma, he pushes uke straight forward and breaks his 
balance while dropping onto the side of his body (i.¢ 


he does not hug and lift uke); while in ura-nage, while 
tori lifts uke up, he drops down onto his back and throws 
uke directly to the rear. 

The differences between these techniques in con- 
cept are large, and it is therefore essential to observe 
and understand them, 


SONO YON 
Points to consider on daki-wakare 


Criteria for nage-waza— standing posture (tachi-shi- 
sel) —mat posture (ne-shisei) 


The main criterion for nage-waza is that the throw is 
executed from a standing posture. If it is executed from 
4 mat posture, it will be viewed as a technique per- 
formed on the mat, and will therefore be discounted. 
There 's no provision for this in the Kodokan Judo ref- 
*reeing rules or the refereeing rules of the Interna- 
tional Judo Federation. Therefore, there is no official 
view on the refereeing criteria for standing posture and 
mat posture. 

It is very clear in terms of the refereeing criteria if 
the match develops with both sides in a mat posture. 
this is also true when both sides are ina standing pos- 
ture. However, it is quite common to shift from a 
standing Posture to a mat posture, and from a mat 


eh re eren ar 

. are constantly shifting 
(ie., do not take a fixed Posture) during the course of 
the match, making it extremely difficult to judge. 

The technique described in sono ichi is executed 
while both sides are in a standing posture, therefore the 
outcome will be recognized as a nage-waza 

During the Meiji era and up to the start of the Taisho 
era, the outcome of certain nage-waza would be recog- 
nized if executed from a mat posture. These were kibisu- 
gaeshi, kuchiki-taoshi, morote-gari, daki-wakare, and 
tawara-gaeshi. 

In a magazine published at that time, the follow ing 
explanation is given with regard to executing techniques 
when the opponent is crouching on all fours (posture 
where both hands are placed on the mat) 

“Execute daki-wakare when the opponent goes on 
all fours reacting against your nage-waza." (Kedokan 
Jude Kogi by Jigoro Kano, March 1902 issue.) 

Concerning the posture of crouching on all fours, 
then is no clear differentiation in the current referee- 
ing criteria between a standing posture or a mat pos- 
ture. In practice, however, the outcome of the technique 
is recognized if tori executes daki-wakare when uke 
shifts onto all fours from a standing posture. But, if it is 
executed when uke shifts from a mat posture onto all 


nm 
a 


fours, it will be viewed as pro- 
longing a mat posture. Therefore, 
the outcome is not recognized 
and the match is stopped. 

There are also situations where 
uke crouches with both hands and 
knees on the mat (photo 19), or 
both elbows and knees on the mat 
(photo 20). At the moment uke 
raises his waist to stand up from 
either of those postures into the 
same posture as tori, tori begins 
to execute daki-wakare, and while 
he does this, uke lifts both knees and hands off the 
mat, raises his waist, and takes a standing posture. 


If daki-wakare is executed in any of these situations, 
uke’s posture will undoubtedly be regarded as a mat 


posture according to current criteria, and therefore the 


ot be recognized. 
it appears that the outcome of a 


outcome will 


Long ago, howeve 


tomoe-nage was recognized when executed while grap- 
pling on the mat (teri pushes uke’s abdomen up with 


both feet). 
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The current judging criteria appear to be very differ- 
ent if we look at resources from that time for techniques 
executed from a standing posture and a mat posture. 

It seems that standing postures and mat postures 
were viewed as one and the same, not separate, there- 
fore the outcome of nage-waza were judged using wider 
criteria. 

It can be said that daki-wakare is a particular tech- 
nique that reflects a past era. 


Tori lifts uke to the right front corner or straight for- 


ard, breaks his balance, steps both feet in to the side 


of uke's right foot, turns to the left side, and drops down 


o his back and throws uke. 


SONO ICHI 


Yoko-wakare — dropping down to face the left side 
(yoko-sutemi-waza) 


Both sides grapple in right natural posture. Tori steps 
back with the right foot, then the left foot, then the right 

, while taking a left defensive posture 
e's body down. Uke steps forward with his 


t foot, then his left foot again, 


Lee ere : 
and holds hi und, then begins to return to a stable 


lessens the pulling action of 


both 


both han 


j 


S$ SO that while 


ghtening up uke begins 


back with his left foot (photo 2), 


me with uke raising his left foot off the mat, tori 


wera h a 
owers his his 1 


ight foot to the side 


of uke’s right foot lls with the right h 


lis diaec 
pulls diag ards 


eft with the left 
ance towards his 
dle to transfer his weight 


eee are rR 
hand, and lifts and breaks uke’s 


right front corner. Uke is u 


onto the left foot and it lifts up off the mat, his weight 
falls over the tip of his right foot, and his balance breaks 
in a straight and rigid posture (photo 3.1, 3.2). 

At that moment, while maintaining firmness in the 
action of his hands, tori steps in with his left foot so that 
it is lined up with the right foot (photo 4). He bends 
back and, while leaning backward, he lifts uke even fur 
ther to the right front corner with both hands to com 
plete the tsukuri. At the same time he opens his left leg 
towards the left and, while facing towards the left, he 
twists to the left and drops down. At this moment, tori 
should synchronize the action of both hands, in a sharp 
movi 


dra’ 


nent, and throw uke towards the left shoulder, by 
ng the left hand in a circular shape and pulling 
towards the left side of his own chest. 

Uke is thrown forward from tori’s right hip and over 


the left shoulder in a large rotating movement (photo 


5, 6, 7, 8). 


KEY POINTS TO THE TECHNIQUE 


The timing for the tsukuri is key in this technique, there: 


fore after uke has stepped forward with his left foot, he 
begins to return to a stable posture, and at the moment 
he has stepped back with his left foot, tori positions 
(tsukuri) uke to the right front corner. Tori will be 


unable to do this if uke transfers his weight onto the 
left foot by stepping it onto the mat. While uke’s left 
foot is still raised off the mat as he steps back, tori 
Steps in with his right foot, and, changing the direc- 
“on of both hands, he lifts uke to the right front cor- 
ner to break his balance (photo 9). It is important to 
Position uke in a posture where his left foot is raised 
off the mat, and his body weight falls over the tip of 
his right foot (photo 10), 

When tori steps both feet to the side of uke's right 


foot, he nist a . . 
ol, he maintains firmness in the pulling action of 


both hands and synchronizes this with dropy 
to throw uke. If there is weakness in this action, uke will 


and the technique will fail. 


ing down 


return to a stable po: 
When tori drops down he bends back by thrusting 


the waist, 


his waist forward. If tori bends forward 


the energy from dropping down with halve and the 
action of both hands will weaken, so that the technique 
is not completed cleanly and sharply 


Therefore, when tori drops down, he bends the right 


leg and lowers his buttocks near to the ri 


opening the left leg towards the left, and 


F both hands to twist to the left and 


11) 


Tori drops down to uke's legs in this technique, but 


que fails, as uke has the 


opportunity to execute an osae-komi- 


i and kake in this technique are particu- 
execute correctly. Tori must skilfully lift 


uke’s balance, and drop down while main- 


Yoko-wakare is a yoko-sutemi-waza, but he can also 
break uke’s balance straight forward, and drop down 
in a ma-sutemi-waza. This technique is used often in 
Koshiki no Kata. Therefore, yoko-wakare has two clas- 


sifications. 


APPLICATION 
1. Yoko-wakare —from uke’s deashi-harai 


Both sides grapple in right natural posture. Uke moves 
back while drawing tori forward. At the moment tori 
steps forward with his left foot, uke opens his body to 
the left and sweeps up tori’s right foot with his left foot 
and begins to throw him with deashi-harai (photo 12). 

At that moment, tori supports his body weight on 
the left leg and, while maintaining his stability lightly, 
raises the right foot to dodge the technique and steps it 
towards the outside of uke’s right supporting foot. He 
lifts uke to the right front corner with both hands and 
breaks his balance (photo 13.1, 13.2). He then moves 
his left foot in line with the right foot (photo 14), and 
using the principles described in sono ichi, drops down 
to face the left side and throws uke down (photo 15, 16) 

Randori-waza Setsumei (by Yamashita, Nagaoka, and 


Py, 


Murakami) explains the main points of this technique: 
* You can adapt and continue from the opponent's 
deashi-harai or kosoto-gake, but this will not be 
a possibility if the opponent performs the tsukuri 
completely, then the kake. Therefore, you can 
adapt when his tsukuri and kake are not effec- 
live. At the moment you perceive that he is about 
to execute the technique, you must adapt almost 
unconsciously. 
While adapting to the direction the opponent is 
sweeping towards with deashi-harai, step in with 
the right foot, and break his balance towards the 
right front corner. 

* Ifyou pull towards yourself with both hands, the 
opponent will lean on you, your posture will 
break, and the technique will fail. 

You must pull by lifting him far forward so that he 

does not bend from the waist. Pull with the left hand 


ina large circular motion so that the opponent rotates 
around, 


2. Yoko-wakare —from uke's tai-otoshi 

Both sides grapple in right natural posture. Uke pulls 
tort out, and at the moment tori steps forward with 
his right foot, uke begins to throw him with tai-otoshi 
(photo 17) 


id, while main- 


Tori responds to uke's tai-otosh 
F 


taining his stability lifts his right foot lightly over uke’s 


right leg and steps it towards the tip of uke’s right foot 


ves his left foot in line with 


(photo 18). He then 


t, and lifts 


the right foot, turns and enters to uke's fr 
and pulls with the right hand. He pulls diagonally up 
with the left hand, lifts uke straight forward and, while 
breaking his balance (photo 19), opens his left leg 
towards the left, twists his body in a large mouon, and 
drops down onto his back in front of uke's feet. At the 
same time, he combines the twisting action of both 


21, 22) 


his body (photo 20, 21, 22 


hands to throw uke over | 


This technique is executed at the “go- 
no-sen,” si ar to deashi-harai. As soon 
as tori senses uke’s technique in this sit- 
uation, it is essential to maintain his 


stability while responding. Using uke’s 
action, he must then swiftly and skilfully 


ue. If his timing is slow 


adapt and con’ 
and he misses the opportunity, his pos- 
ture will break and the technique will fail. 
The direction in which he breaks uke'’s 
balance and the way he drops down in 
this technique are different from those 
of sono ichi. The direction he positions 
(tsukuri) uke in is directly forward. 
Furthermore, because he responds 
to uke’s tai-otoshi by turning and enter- 
ing to the tip of his right foot, he cannot put both feet 
on the right side of uke’s body (the side of his right 
ers in a large move- 
ide by 


oulder. 


foot). However, tori turns and 


n onto the 


ment towards the left, drops 


uke’s feet, and throws uke towards his left s 
Thus, uke’s feet are positioned on the side of tori’s 
right leg instead. 

At this moment, tori steps his right foot deep 
between uke’s feet, so that his feet are not positioned at 
e of uke’s right foot, and throws uke over his right 
24). 
It is also possible to adapt and continue to this tech- 


leg. This technique is called uki-waza (photo 2 


nique if uke executes o-goshi, uki-goshi, or seoi-nage 
Uke's back touches tori’s front in these techniques, 

therefore tori can also throw uke by gripping and pulling 

the back of his belt with the left hand, while dropping 


down 


For the majority of the tim actitioners of Koryu 


appled in the defensive forearms posture; it is 


therefore thought that yoko-wakare was executed by 


gripping the belt with both hands. 


It is probable that yoko-wakare was regarded as 
ideal technique in randori in the past, with its agile 
movements and body contro! in a natural grappling 


posture 


However, it has little use in competitions today and 
there is also a need for caution—at recent international 
competitions, there has been a tendency to find in favor 


of the opponent's yuko-waza when tori has executed 
a sutemi-waza, without taking the quality of the tech- 


nique into account. 


SONO NI 
Yoko-wakare— controlling uke’s arm with both hands 
(the technique resembling ude-gaeshi) 


Tori star 
right upper sleeve with the left hand, and the right wrist 


in left posture, he grips the outside of uke’s 


with the right hand, and he controls that arm, pulling 
it down (photo 25). 


Tori lowers his waist and steps the left foot to the 
outside of uke’s right foot, and pushes directly towards 
the rear while controlling uke’s right arm outstretched. 
At the same time, he pushes uke’s right arm up, lifts him 
towards his right front corner, and breaks his balance 
(photo 26). He then moves his right foot to line up 
with the left foot (photo 27) 

While maintaining firmness in a posture, tori pushes 


uke up with both hands, bends back, opens his left leg 


to the left and, twisting to the left, drops down to face 


Bs sews b % 
je yoko-wakare of Matsumoto, 8th dan 30 


ai He 


the side. Uke is thrown in a large rotating motion 
towards tori’s left shoulder (photo 28, 29). 

The success of this technique depends on how tori 
controls uke’s arm because he must drop down and 
maintain firmness, while controlling (tsukuri) uke's 
right arm to position him for the throw. 

This concept is different from yoko-wakare, but if it 
conforms to any Kodokan technique, it relates to yoko- 
wakare. 


SONO SAN 
Points to consider on yoko-wakare 
About yoko-wakare sono ni 


Sono ni was the speciality of Gogi Matsumoto, 8th dan, 
appearing in Judo (Kodokan, October 1986). The expla- 
nation covered all the main points for reference (see 
above photo). 

This version of the technique was known as ude- 
gaeshi, but that technique name was not recognized. 


Therefore, the author sought advice from Matsumoto 


and decided on yoko-wakare. This technique is equiv- 
alent to the standard ude-gaeshi, which is a kansetsu- 
waza technique and also an effective way to shift to a 
mat technique, 


3% 


UDE-GaESHI 
From the left han-mi posture, tori grips uke's right wrist 
from the front with his right hand. He inserts his left 
hand through uke’s right armpit onto his right armpit, 
and takes a deep grip of the left (or right) front collar 
(photo 30). 

Tori steps back with his left foot, steps his right 
foot in front of uke's right foot steps back with his left 
foot and drops down onto his back (photo 31), and, 
while twisting to the left, he twists uke's elbow joint 
and begins to complete the technique. Uke drops down 
in a rotating movement to escape the kansetsu-waza. 


nw 


a 


s over uke and shifts to a mat posture (photo 
35). 

tori steps both feet to the side of uke’s 

ght foot, and throws uke by dropping straight back- 

ward. In ude-gaeshi, however, tori opens the distance 

between them, twists to the side as he drops down, 

and attacks uke’s elbow joint to complete the tech- 

ference in the way tori drops 


ation, if he completes the technique on 


uke’s elbow joint, it is called ude-hishigi-te-gatame. 


8 Soto- makikomi 


Tori lifts and breaks uke’s balance towards the rigt 
mer. He holds uke’s right arm with his right arm 
ds it under his right a t while pulling uke 

his back, dr o the left side of his body, 


SONO ICHI 
Soto-makikomi—the waist sticking out from uke's 
right side 


Both sides grapple in right natural iat ure. Tori advances 


ap 
with the left foot, then the right foc i € pushing ike 
backward, an to b 


by stepping back with his right foot thet his left foot, 


his bali ce. Uke responds 


and holds his ground on his left foot, then he pushes 
back and begins to return to a stable posture (photo 1 } 

At th at moment, tori lessens the pushing action of 
his right hand, and pulls and draws uke’s left foot out 


while stepping his right foot in front of uke’s right foot 


He opens his body to the left, pulls uke round towards 


and at the moment h t foot steps onto 


mat, he lifts and pulls with the right hand, pulls u 
h the left hand, and lifts uke straight forward and 


breaks his balance (photo 2) 


Koshiki no Kata and yoko-wakare 
Yoko-wakare exists in both styles of Kito-ryu and Ten- 
jin Shinyo-ryu. 

The Koshiki no Kata is based on nage-waza from 
ancient times when Samurai fought and grappled in 
armor. It indicates the deep roots of attack and defense 
in judo. In those kata, there are nine techniques of yoko- 
wakare. 

The above video frames show a demonstration of the 
Koshiki no Kata for kuruma-daore at Kodokan’s New 
Year ceremony in 1991. 


At the same time, he turns uke’s arm from above 
with the right arm and holds the elbow in his right 
armpit. While stepping his left foot back inside the ip 
of uke’s right foot, he bends forward slightly and enters 
his waist deep so that the back of his waist sticks out 
from uke's right side. He pulls uke’s right arm and wraps 
uke’s body around his torso (photo 3.1, 3.2) 

Tori turns his face to the left, twists his upper body 
to the left while dropping down, and wraps uke’s body 
over his body, He lands so that his right arm touches the 
mat, while throwing uke with the momentum (photo 
4,5, 6, 7, 8). 


KEY POINTS TO THE TECHNIQUE 
At the moment uke begins to push back, tori skillully 
leads him forward, and draws his left foot forwards 


e turning him in a large movement towards his 


back. At the same time, tori maneuvers towards the leit, 
and turns his back to face uke. In short, tori maneu 
vers towards the left in time with uke stepping forward, 
so that he passes uke in doing so, and controls him 
towards his back. 

Atthe moment uke steps his left foot onto the mat, 
it is essential for tori to lift and pull with both hands, 


and lift uke straight forward to break his balance. If 


uke transfers his weight onto the left foot when he steps 
it down, the momentum of uke’s turning movement 
will push and break tori’s posture towards the left side 
Therefore, tori will not be able to wrap uke round, and 
uke will be able to push tori down towards the left. 

It is essential, then, for tori to lean forward slightly 
and enter deep enough, with his waist sticking out from 
the right side of uke's body, so that the front of his left 
hip touches the front of uke’s right hip. The waist is 
therefore the fulcrum for the wrapping-around move- 
ment (photo 9). 


At this point, tori's left foot is positioned inside the 


tip of uke's right foot, and both of his 
feet are more or less at right angles to 
both of uke’s feet (photo 10). In some 
situations, tori can also execute the 
wrapping around movement with his 
left foot positioned behind uke's right 
heel (photo 11). 

Atthe moment tori holds uke's right 
arm under his right armpit, he pulls 
uke’s right arm so that uke is tight against 
tori from tori's right armpit to his waist 
If tori holds uke's right arm too deep 
under his right armpit at this moment 


uke's body weight will fall over tori’s upper body and 
chest, and tori’s posture will break towards the left side. 
Therefore, it is advisable to hold uke's right arm quite 
lightly. Also, if tori does not maintain firmness when he 
tums uke's right arm, he will merely wrap around by 
himself when he executes the technique, and it will 
not be effective 

The important point in tori’s body control is that 
he skilfully maneuvers and positions (tsukuri) uke in 
an inflexible posture at the instant he pulls uke firmly 
to his back, after pulling and breaking his balance 
completely. 

For the wrapping-around movement, while facing 
to the left and pointing the tips of both feet in the same 
direction, tori drops down, twisting the upper body 
towards the left in a firm and sharp movement with 
uke wrapped around his back, and throws uke down. 

At this moment, tori lands with the right side of his 
body on the mat, and presses uke’s abdomen and side 
down with his back. 

When tori executes the wrapping-around move- 

ing to touch the tip of his 

Ider, but he must also main- 
on towards the direction uke 
t corner). 


APPLICATION 
Soto-makikomi—from tsurikomi-goshi 


Both sides grapple in right natural posture, similar to 
the way described in sono ichi. Tori steps forward with 
his left foot, then his right foot, and pushes against uke's 
upper body. Uke responds by stepping back with his 
right foot, then his left foot and holds his ground, then 
he begins to return to a stable posture (photo 12). 

At that moment tori lessens the pushing action of 
the right hand and pulls, drawing uke's left foot for- 
ward while stepping his right foot inside uke’s right 
foot. At the moment uke steps his left foot onto the 
mat, tori lifts and pulls with the right hand, steps his 
left foot inside uke’s left foot, puts the back of his waist 
against the front of uke’s waist, and begins to throw 
him with tsurikomi-goshi (photo 13). 

Uke takes the initiative and takes a big step with his 
left foot in front of tori’s left foot. He moves his right 
foot as well, and opens his body towards the left, and, 
while dodging to the left side of tori’s body in a large 
movement, he begins to push him down towards the 


tear (photo 14). 
At that moment, while maintaining his stability, 
tori immediately holds uke’s right arm under his right 


armpit, and executes the wrapping-around movement 
using the principles described in sono ichi (photo 15, 
16, 17). 

Uke dodges tori’s tsurikomi-goshi by turning and 
entering to tori’s rear in a large movement. He then 
pushes tori down to the rear, and begins to adapt and 
continue to sumi-otoshi (photo 18, 19). 

Tori’s posture is apt to break towards the rear, there- 
fore he must lower his waist fully and adapt in a stable 
posture. 

This is an excellent opportunity to execute soto-maki- 
komi, where tori’s tsurikomi-goshi is not effective. 


SONO NI 
Soto-makikomi—stepping in with the right leg 


Both sides grapple in right natural posture. Tori moves 
back while pulling uke out (photo 20). At the moment 
uke steps forward with his right foot, tori steps his 
tight foot towards the tip of uke's right foot, opens his 
body to the left, and steps his left foot round towards 
the rear between uke’s feet. He turns his back towards 
uke, and lifts uke with both hands towards the right 
front corner and breaks his balance (photo 21). 

Tori moves his right arm in a large turning move 
ment and holds uke's right arm under his right armpit 


while stepping his right leg deep towards the outside 
of uke’s right leg and pulls with both hands, bringing 
the front of uke’s body tight against his right armpit, 
back, and waist (photo 22). He twists his body to the 
eft, and, using his waist and his right leg asa fuulc rum, 
wraps uke around his body, drops down, and throws 
uke down (photo 23, 24). 

Tori steps his right leg deep to the side of uke’s right 
eg, brings.the back of his left hip against the front of 
uke’s right hip, and, while restricting his free mow 
ment, he must throw uke in a large wrapping-around 
movement with the back of his right hip and his right 


eg as a fulcrum. It is essential to hold uke’s rigl 
ais’ 


fully because tori’s waist is touching uke lightly, 2 


he must also bring uke’s upper body very tight against 


nis back 


APPLICATION 
Soto-makikomi—from harai-goshi 


Both sides grapple in right natural posture. Tori sees an 
opportunity and begins to throw uke with harai-goshi 
At the moment uke defends by thrusting the front of 
his waist forward (photo 25), tori moves his right arm 
over uke’s head and holds uke’s right arm under his arm. 
He steps his right foot down firmly outside uke's right 


foot (photo 26), and inserts his right hip under the front 
of uke's waist and tight against him. At the same time, 
he twists his body to the right, drops down, and 
uke in a wrapping-around movement (photo 
At the moment uke responds to tori’s harai-gosh 
a straight and rigid posture, tori adapts to this tech- 
nique. With the momentum from moving his right arm 
over uke’s head, he moves into the wrapping-around 
movement in one continuous and unbroken move- 
ment. It is esse that these movements are executed 
separately. 


When tori 


soto-makikomi technique is similar to harai- 
makikomi, but while the former is a wrapping-around 
movement around the fulcrum of the waist and right 
leg, the latter is a wrapping-around movement while 
sweeping up with the right leg and waist (photo 30), 
It is established that tori executes soto-makikomi 
by wrapping around with his right foot placed on the 
mat, but if his right foot is lifted off the mat when he 
wraps around, this technique becomes harai-maki- 
komi. This is not an official judging criterion, however. 
The technique name will be determined when the right 
foot is lifted off the mat by whether the right leg is 
used to sweep up (harai-makikomi), or is used as a ful- 
cum (soto-makikomi) (photo 31). This was the official 
view of the Kodokan Waza Research Institute in 1996. 


lori lifts uke to the rigt 


ward, and breaks his balance, holds uke’s right arm 
with the right arm inserted through his armpit, inserts 


front corer, or straight for- 


his waist deep so that it sticks out from the side of uke’s 


bod: 


ping-around movemen 


SONO ICH! 
Uchi-makikomi—with the waist sticking out from 
uke’s right side 


Both sides grapple in right natural posture. Tori steps 

the right foot, then the left foot, then the right 

foot again while pulling uke forward. Uke responds by 

forward with his left foot, then his right foot, 

iis left foot again (photo 1) 

At the moment uke continues and begins to step with 

his right foot, tori steps diagonally backward with his 
left foot while drawing uke forward (photo 2). 


he has stepped with his right foot, 


tori steps his right foot in the direction uke steps his 
right foot and, while taking a right han-mi posture, he 
lifts and pulls with the right hand, pulls up with the 
left hand, and lifts uke’s body up. Uke’s weight falls over 
the tip of his right foot and his balance breaks towards 
the right front corner (photo 3). 
Tori puts his right arm under uke’s right armpit, 
holds uke’s right arm, and loads uke onto his back, while 
opening his body towards the left in a large movement 
voting on the right foot, Tori steps his left foot back 

and round to the tip of uke's right foot, and inserts his 
waist deep so that his buttocks stick out from the right 
side of uke’s body. Tori pulls uke’s right arm with both 
hands, and wraps uke’s body tight against his own 


body, and thus, positions him (tsukuri) directly for 
ward (photo 4.1, 4.2) 

Tori turns to face the left, twists his upper body to 
the left, and drops down onto the side of his body while 
wrapping around and throwing uke over his body. Tori 
then presses uke’s body down with his back to com 
plete the technique (photo 5, 6.1, 6.2, 7, 8) 


KEY POINTS TO THE TECHNIQUE 

Tori moves back while drawing uke forward, and at 
the moment uke begins to step with his right foot, tori 
quickly opens the distance between them slightly by 
Stepping his left foot diagonally towards the rear, and 
he takes a right han-mi posture before uke steps with 
his right foot. Tori is able to draw uke right foot for- 
ward, then lift uke and break his balance towards the 
right front corner because of the distance between them 
that tori creates by stepping his left foot back. After uke 
has stepped with his right foot, tori steps his right foot in 


the direction uke has stepped his right foot, and lifts 
uke to the right front comer and breaks his balance. At 
this point, the body weight rests over the right foot, 
and the tip of his right foot touches the mat lightly. 
While maintaining firmness with both hands on uke's 
broken posture, tori turns towards the left by pivoting 
on the tip of the right foot, and enters his waist deep 
so that it sticks out from the rig’ 
At this point, tori’s left foot she 
the tip of uke’s right foot (photo 9) 


ht side of uke's body. 


be positioned by 


At the same time, tori holds uke’s right arm with the 


ATION : 
pore GR ippon-seoi-nage 


back while pulling uke out in a similar way to sono 
ichi, At the moment uke steps forward with his right 
foot, tori uses both hands to lift him to the right front 
corner and break his balance, while beginning to exe- 
cute ippon-seoi-nage (photo 11), 

Uke takes the initiative, and at that moment, quickly 
takes a big step with his left foot deep in front of tori’s 
left foot. He moves his right foot and opens his body 
towards the right, and maneuvers ina large movement 
to tori’s left side, then while dodging tori’s attempt to 
load him onto his back, he begins to push tori toward 
his rear (photo 12). 

At this moment, both sides’ postures are identical 
to those in sono ichi, but tori pulls uke tight against him 
with both arms, and, while maintaining his stability, 
wraps around and throws uke down (photo 13, 14, 15). 

In this situation, uke dodges tori’s ippon-seoi-nage 
by turning and entering in a large movement to tori’s left 
side, and then, pushing him towards his rear, adapts and 
continues to execute sumi-otoshi. Tori’s Posture is apt to 
break towards the rear, therefore it is essential to lower 
his waist sufficiently and maintain a stable posture. 

Furthermore, if uke adapts so that tori weakens the 
holding action with both arms and brings uke over his 
neck, or if he does not pull sufficiently with both arms 
to bring uke’s body tight against him, he will not be able 
to load uke onto his back. In this situation, tori must 
pull and tighten with both arms. While fixing uke’s 
upper body, he turns to the left in a large movement, 
twists, wraps uke around, and throws him. 

This situation, where tori’s ippon-seoi-nage is unsuc- 
cessful, is an excellent opportunity to apply uchi-maki- 
komi. 


SONO NI 
Uchi-makikomi—stepping in with the tight leg 


Both sides grapple in right natural posture. While mov- 
ing back tori draws uke out. At the moment uke steps 
forward with his right foot, tori steps his right foot to 
the tip of uke’s right foot, opens his body towards the 
left, steps his left foot round to the rear and between 
uke's feet, and turns his back towards uke. He lifts uke 
towards the right front corner with both hands and, 
while breaking his balance (photo 16), he puts his right 


arm in uke’s 


tight armpit, similar to ippon-seoi-nage, 


and controls uke’s right arm, while stepping his right leg 
deep along the outside of uke’s right leg. He draws with 
both hands, bringing uke’s front light against his upper 
body (photo 17), twists his body to the left, and, while 
dropping down onto his side around the fulcrum of the 
right leg andl wai 


st, he wraps uke round and throws him 
down. He presses uke’s upper body down with his back 
by using a twisting movement (photo 18, 19, 20) 


lori straightens 
side of uke’s right 
Side of uke's body, and the back of his lef 
the front of uke’s right hip. While re: 
movement, he 
around the fu 


s his right leg and ster 


, Ds it deep by the 
leg, his waist stick 


S out from the right 


t hip is against 
stricling f 
4ps around in qa large 
Icrum of the back of his wa 


right leg, and throws uke down. 


free 


movement 
ist and the 
Tori executes ippon-seoi-nage, and at the moment 
uke responds by holding tori Waist with the left h, 
toni rotates on his own initiative diagonally to the 
side, and, while wr appin . 
uchi-makikomi, 


ig arou 


- COMntiNues to execute 


SONO SAN 
Differences between uchi-makikomi and ippon-seoi- 
nage 

UcHi-Makikomi 

Tori holds uke’s right arm thro’ 
right arm, and, 1 


h the armp 


with the 
his but- 
body, he 
drops down onto his right side, twists, and Wraps aroun 
to complete the throw 


while entering his waist so th 
tocks stick out from the sight side of u 


it 


d 


IPPON-SEOI-NAGE 
Tori holds uke's right arm through the armpit with the 


right arm, and, while loading him up onto his back, he 
puts his back and ¥ against uke’s front, th 
him directly up from directly below, and throws him 
straight forward. 


1 loads 


The main differences between these two techn ques 


can be explained in the following way: in uchi-maki- 


he side of uke’s 


out from 


<omi, tori’s buttocks 


body, and he drops his body onto the side while wrap- 


ping around. In ippon-seoi-nage, tori’s back and waist 


inst the front of uke’s body; he leads uke onto 


are aga’ 


nis back and | 


fts him straight upwards, and throws 


him while remaining standing. 


If we look at the direction of the throw, in ippen- 
seoi-nage tori loads and lifts uke directly up from below 


aight forward, while in uchi- 


and throws him dowr 


makikomi tori wraps around by turning the body 


diagonally to the side 


{f tori enters ippon ge, and throws uke by 


nd in a forward direction, this is still 


wrapping at 


. } itiwunt frilnan 9 
ippon-seoi-nage, and not uchi-makikomi (photo 21, 
22, 23) 


from the 


Tori can also throw with ippon-seoi-n 
posture described in sono ni, but the concept is different 
as he lifts uke up onto his back and wraps around. The 
particular feature of uchi-makikomi is that after wrap- 
ping around, tori drops to his back and then leans on 
uke’s chest with his back to complete the technique 


this is also true of ippon-seoi-nage 
(photo 24). However, this is also true ot Ip C 


10 Hane-makikomi 


Iling up with his ri 


1, and lifting and pr 


ke to the r 


d positior 


(tsukt 


corner. Uke's weight falls tov 


foot after stepping with that foot, 


balance breaks (photo 


7) 


Atthis moment, tori bends the | 


waist, and supports his weig 


changes step and bends his igh 


zhuy, and puts 


the outside of this leg ¢ 


re inside of uke’s right leg 
with his foot raised so the toes point down and touch 


the mat lightly. He pulls with both hands and | 


the front of uke’s body tight against the rig 


his back and the back of his right hip (photo 3) 


lori straightens the 


springs uke up the back of his waist, and, synchror 


ws him with h 


ing both hands with this, ne-goshi 
(photo 4) 


At the mor 


ent uke is thrown up in the ai 


releases the tight hand and while ho ding uke’s right 
arm in his right armpit 
left leg as a fulcrum 1 


drop dov 


the technique (photo 6, 7, 8) 


KEY POINTS TO THE TEC HNIQUE 


Hane-makikomi is a tecl jue that com 


nl 
rrr ie mmm ee 


then releases his right grip from uke’s left collar, and, 


while turning around, hol Ids uke’s right arm under his 


right armpit, then with uke's upper body pulled against 
his side and chest, he uses the twisting action to the left 
while dropping Fa n onto his side, and wraps around 
to throw uke 
The springing-up and wrapping-around actions must 


be executed in one continuous movement, without 


any break in the flow. 
‘Ifuke responds to tori’s hane-goshi by holding tori’s 
with the left hand, tori will not be able to spring 
him up. In this type of situation, tori can execute the 
wrapping-around movement from that posture and 
own (photo 9, 10, 11). 

In this situation, tori’s ti foot is placed on the 
mat, and, while maintaining his stability, he sticks his 
waist slightly outside of uke's right side, while tuming 
towards the left in a large movement, then twists and 
wraps around. This technique is called soto-makikomi 
(photo 13, 14). 

In this situation tori executes hane-goshi, and he 
throws uke without holding uke’s right arm in his right 
armpit, by wrappir ind. This technique is called 
(photo 


SONO NI 
Hane-makikomi—while holding uke's right arm 


Both sides grapple in right natural posture. Tori pushes 
uke backward while advancing three or four steps. 
Uke steps back, then at the moment he steps his right 
foot just behind his left foot, tori drives in with his 
waist lowered, and steps his right foot in front of uke’s 
feet. He takes a right han-mi posture, lifts up with the 
right hand, and pulls up with the left hand. Uke can 
not transfer his weight onto the right foot, and he rises 
forward as his balance breaks (photo 17), 

At this moment, tori releases his right grip from 
uke’s left collar, and, while turning round, jumps in to 
the inside of uke’s chest area with his waist lowered 


(photo 18, 19). He holds uke’s right arm deep under 
his right armpit, turns towards the left in a large move- 
ment, so that his back is turned towards uke, steps his 
left foot inside uke’s left foot, and supports his body 
weight. At the same time, he springs his right leg up 
on the inside of uke’s right leg in the same way as 
hane-goshi (photo 20), and, using the left foot as a ful 
crum, he twists his body towards the left, drops down, 
wraps around, and throws uke (photo 21, 22, 23). 


At the moment uke steps his right foot onto the mat, 


itis essential to position (tsukuri) uke so that his body 


weight does not come to rest over the right foot. Then 
at the moment tori lifts and breaks his } balance for- 
ward, tori drives in, holds uke’s S right arm in the right 
armpit, and springs up. Tori springs up in one stroke 
combining this with the momentum and force from 
jumping in. Successful execution of this tech 
depends on instantaneous timing, 

Tori executes this technique while holding uke's right 
arm in his right armpit. He jumps inside uke’s chest, 
springs uke'’s body up, and wraps around. Alternatively, 


ll Harai-makikomi 


Tori breaks uke’s balance towards his right front cor- 
ner, or straight forward, and, while sweeping him up 
with harai- goshi, he holds uke’s right arm in his right 
armpit, wraps round, drops down, and throws. 


SONO ICHI 
Harai-makikomi—from harai-goshi 


3 ides er. : : . 
Both sides grapple in basic natural posture on the right 
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foot while pus 
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stepping forward with his 


to a stable posture (photo 


At this moment, t 


ter that, tech- 


ected, study 


both hands and pulls so that uke begi 
with his left foot. At the moment he is about 


eft foot onto the mat, tori steps ba’ 


hanges step, and steps the 
t (so that the tip of his 


supports his body weight. 


up} 
P 
left fo 
left foot aes the tip of uke’s left foot). At the same 


ith the right hand, and, squar- 


to the tip of uke’s 


hand, so that uke is 


ts Up W a the le! 


ing his el : 
onto the left foot, 
t as his balance 


e, tori 


firmness in this po 
in a large movement 
ightly 


opens his 


while pivoting on the tip of the left foot, and 


raises his right leg in front of uke. He turns his back 


an id pulls with both hands drawing the 


st his right leg, the back of 


side of his bac . then he posi 


e right 


s left kne 


joni of uke’s + 
eg and the 


vement, 


(photo 6). At th 
f 


h harai-goshi 


tori tu 


5 his 


uke’s body has risen, 


beneath his right arm 


ke's right 


twists to the left, wraps around, drops do 


s movement, and leans on uke’s chest with 


cont 
his back to aoraplete the technique (photo 7, 8, 9) 


KEY POINTS TO THE TECHNIQUE 
Harai-makikomi is based an the same principle as hane 

makikomi. In other words, the technique is a combina 

tion of harai-goshi and soto-makikomi. The technique 
should, however, be executed as a single series of move 
ents within one technique 


Firstly, tori executes harai-goshi, then when the out 
soto 


come is achieved, he continues seamlessly to execute 
makikomi, which, combined, make up harai-makikomi 


This wrapping-around technique is taken from 


" 


mawari-komi-harai-goshi, and it is possible to con- 
tinue to this from absolutely any opportunity for exe- 
cuting harai-goshi. It is essential to train and develop a 
harai-makikomi that suits you by continuing from the 
harai-goshi in which you posses skill. 


The main points of harai-makikomi 
At the outset, execute the harai-goshi tsukuri. Tori pushes 
uke back, breaking his balance so that uke reacts by 
pushing back and begins to return to a stable posture. 
At that moment, tori lessens the pushing action, and 
must lead uke’s movements skilfully. 

Thus, at the moment uke steps his left foot forward 
onto the mat, tori steps his left foot to the tip of uke’s 
eft foot, while lifting him directly forward with both 
hands, and breaks his balance. Tori’s body control (tai- 
sabaki) is extremely effective because it gives uke the 
momentary impression that tori’s technique is a left- 
side technique. Thus, at the moment uke’s body weight 
falls towards his left foot, tori must lifts uke up, and 
position (tsukuri) him in a posture from which he can- 
not adapt. 

Then, while maintaining that posture firmly, tori 
ifts the right leg up, and, using his left foot as a ful- 
crum, turns his body towards the left with increasing 
momentum, while sweeping up in a sharp and power- 
ful movement. 


The next series of actions in which he executes the 


wrapping-around movement is 
that in hane- -makikomi. 

At the moment he swee ps uke up completely 
releases his right 8rip from uke's left colla ‘ 
turning around, holds uke’s right 
armpit. Then, with uke’s 
side and chest, he us 
while dropping dow: 
to throw uke 


s exactly the same as 


, tori 
tar, and while 
arm under his right 
upper body pulled against his 
*s the twisting action to the left 
n onto his side, and s wraps around 


If the pulling action is insufficient, tori’s body will 
Separate from uke’s, so that when he drops down and 
wraps around, he will turn throug 


This technique is not for wrapping around after an 


goshi. 

The sweeping up and wrappin ig-around 
be executed in a continuous movement, 
break in the flow. Tori can also thr 


gh the air by himself. 


unsuccessful attempt at har: 


ow uke b 
around while gripping uke’s collar, but this lec hnique 
is harai-goshi. The main c 


ion for harai-makikomi 
is that tori wraps around while holding uke’s right 
arm under his right armpit. 


SONO Ni 
Harai-makikomi—while holding uke's right arm 


Both sides grapple in right na 


ural posture. Tori advances 
with his left foot, then his right foot, then h 
again, while pushing uke backward, and be gins to 
break his balance. Uke is pushed back, and respond 
by stepping back with his right foot, then his left foot 


d 


s left 


then his right foot again, then he pushes back 


aga 


begins to return to a stable posture (photo 10) 


At that moment, tori lessens the pushi 
both hands and pulls, so that uke 


ng action of 


begins to step for- 


ward with his right foot. In time with uke's action, tori 


steps his left foot back and round behind his own 


right heel, while opening his body towards the left 
and he lifts uke’s body up towards the right fi 


ner with both hands. Uke's weight falls towar 
of his right foot as his balance breaks (photo 11) 


At this moment, tori opens his body to the left, and, 
while turning his back towards uke, he releases his 
right grip from uke’s left collar and holds uke's right 
arm in his right armpit. He sweeps up with the right 
leg and waist, in the same way as harai-goshi, twists to 
the left, drops down, wraps around, and throws (photo 
12, 13, 14). ; 

In this technique, at the moment uke has stepped 
forward with his right foot, tori positions (tsukuri) 
uke in the right front corner, while entering into harai- 
makikomi and, with different timing to sono ichi, he 


12 Uchi-mata-makikomi_ 


holds uke’s right arm under his right armpit. 
With the action of the left pulling hand only, tori 
holds uke’s right arm without a right grip, therefore 
the tsukuri action of both hands is not sufficient. Tor} 
must therefore deal skilfully with uke after he steps 
forward with the right foot. It is important to collec. 
tively combine the action of lifting uke and breaking 
his balance towards the right front corner by pulling 
up with the left hand, with the powerful action of 
sweeping up (after pulling), and twisting to the left, 


Tori breaks uke’s balance towards his right front cor- 
ner, or straight forward, springs him up with uchi-mata 
while holding uke's right arm in his right armpit, drops 
down, wraps around, and throws. 


SONO ICHI ; 
Uchi-mata-makikomi—from uchi-mata 


Both sides grapple in right natural posture. Tori steps 
forward with the left foot, then right foot, then the left 
foot again, while pushing uke towards his rear. He takes 
a left posture and, pushing uke, begins to break his bal- 
ance. Uke is pushed and steps back with his right foot, 
then his left foot, then his right foot again, holds his 
ground, and, while pushing back, steps forward with 
his right foot and begins to return to a stable posture 
(photo 1). 

At this moment tori lessens the pushing action of 
both hands and pulls so that uke begins to step for- 
ward with his right foot. At the moment his right foot 
touches the mat, tori steps his left foot behind his own 
right foot, opens his body to the left, lifts and pulls 
with the right hand, pulls up with the left hand, and lifts 
uke to the right front corner and breaks his balance 
(photo 2). 

While maintaining firmness in this posture, tori steps 
his right foot between uke’s feet, supports his body 
weight, opens his body towards the left, and turns his 
back towards uke while stepping his left foot back and 
round to line up with the right foot. He pulls with both 
hands, bringing the front of uke’s body tight against 
the right side of his back (photo 3). Using the spring of 
his right knee, he springs up the inside of uke’s right leg 
with his right leg (photo 4), and the moment uke he 
rises up, he holds uke’s right arm under his right armpit 
with the right arm while he twists to the left, wraps 
round, and drops down. He completes the technique 
by leaning his back on uke’s chest (photo 5, 6, 7, 8). 


KEY POINTS TO THE TECHNIQUE 

The concept of uchi-mata-makikomi is identical to that 
of hane-makikomi and harai-makikomi. In other words, 
this technique is a combination of uchi-mata and soto- 
makikomi. 

There are numerous opportunities to execute uchi- 
mata, but it is essential to train and develop a harai- 
makikomi that suits you by continuing from the 
harai-goshi in which you posses skill. 

In the uchi-mata-tsukuri, tori pushes uke backward 
to break his balance so that uke reacts by pushing back, 
and begins to return to a stable posture. It is important 
for tori to deal with this action skilfully. Therefore, tori 
lessens the pushing action of both hands and pulls so 
that uke’s right foot is drawn out. At the moment uke 
steps his right foot onto the mat, tori lifts and pulls with 
the right hand and, with the elbow raised, he pulls up 
with the left hand, lifting uke to the right front corner 
and breaking his balance. It is extremely important that 
tori positions (tsukuri) himself simultaneously to 
positioning uke, by stepping back and round with the 
left foot and turning his back towards uke so that he 
enters the uchi-mata posture, Tori must execute these 
movernents as one body while he is leading uke. Thus, 
while maintaining firmness in this posture, he springs 
up in a large and powerful movement using the left 
foot as a fulcrum. Tori’s right leg is placed deep on the 
inside of uke’s right leg. It will be more effective when 
tori shifts to the wrapping-around movement if he 
sweeps up using the action of the waist. 

At the moment tori springs uke up completely, he 
releases his right grip from uke’s left collar, and while 
turning around, holds uke’s right arm under his right 
armpit. He uses the pulling action of the right hand fully, 
then with uke’s upper body pulled against his side and 
chest, he uses the twisting action to the left while drop 
ping down onto his side, wraps around, and throws 

In this situation, tori controls uke by sweeping him 


up with uchi-mata, so it is not essen 
arm deep in the right armpit, like 
holding it lightly will suffice. The 
the left pulling hand to bring uke 
and combine the twist of the body 
dropping down to throw uke 

; Tori can also throw uke by wrapping around while 
sripping uke’s left front collar. but this technique i 
uchi-mata. The main criterion for vihisietiactedineas 


is that tori wraps around while holding uke’s tight arm 
without a right Srip on the collar 


in soto-makikomi: 
key point is to use 
tight against him, 
and the force from 


SONO NI 


Uchi-mata-makikomi— while holding uke's right arm 


Both si 
h sides grapple in right natural Posture. Tori grips 


. back of uke’s collar with the right hand, and, while 
= back two then three steps, he pulls uke for- 
= takes quite a large step back with the left foot, 
shifts his right foot in between 


uke’s feet, o - 
tance between them nai 


ae ind, while taking a right han-mi 

: ure with his waist lowered, pulls uke’s upper body 

OWN 5 h is. U ‘ 

je - both hands. Uke responds with both feet 
and his is fe 

d his waist |x wered in a forward bending 


defensive p, Si ie Dos- 
Nsiv shun { 
Posture, and begins to return to a stabi pe 


ture (photo 9 } 


At this moment 


m lessens the pulling action of 


tial to hold his right 


both hands, so that uke begins to s 
moment he has straightened up ha 
the action of both hands 

the right hand and Pulling 
he lifts uke and breaks his 
Uke is unable to return to as 


traighten up. At the 
altway, ton changes 
by lifting and pulli 
up with the left hand, 


balance Straight forward 


: table posture, and fr 
; : sture. Tom 2 
forward crouching posture wi ; 


and waist bent, his weight falls towards 
feet, and he rises up as his bal, 

At this moment, tori lowers his body, steps his right 
foot between uke’s feet then steps his | fe abvoed 


th his fee open, his knees 


doth 


ance breaks (pt 


ot round 


to the rear of his own right heel, and m 


ves if inside 


uke's left foot. He opens his body towards ¢ 
turning his back towards uke, ho 
under his right arm, and jumps i 
(photo 11). He Sptings uke 
right leg, in the same way as uchi- 
and, while PPping down. wraps around and thr 


(photo 12, 13, 14,1 


he lett while 


KES MEN arm 


Hest area 


In this technique, tori takes a 
and pulls uke’s upper body down « 
ward. He 


essens this action and. 


@ moment uke 


begins to straighten up, ton deals wi 
fully. He posit 


IK $ action ski 


(sukun forward at the 


instant he begins to straighten up so that uke 


foes not 


Feturn to a stable posture 


From a night han-mi posture with 2 slightly increased 


left collar, and, while holding uke's right arm under 


nside uke's chest in one stroke, and 

inging him up with uchi-mata. 

Tori opens e between them b 
sharp and powerful r entum is essential to 

e other hand, uke can easily dodge the tech- 

erefore it is essential to position (tsukuri) uke 
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ling from an osoto-gari type of tec ue, tori 
ists forward while continuing to soto-makikomi or 


he wraps around and throws uke. 


SONO ICHI 
Osoto-makikomi—from osoto-gari 


Both sides grapple on the right side. Tori advances w 
pushir back. At the moment uke steps back with 
hi t tori lowers his waist while stepping his 
left foot to the outside of uke’s right foot. At the same 
ve lifts and pulls with the right hand, pulls with 
t hand, and begins to break uke’s balance towards 


ight rear corner (photo 1) 


sufficiently so that he is not able to adapt. 

Tori springs the inside of uke’s right thigh up the right 
leg, loads uke onto his waist, and wraps around. This is 
an uchi-mata (koshi-waza) continuation technique. 

It is essential to execute the kake, comprising the 
tsukuri, the powerful springing-up action, and the wrap- 
ping-around action, in one continuous movement, 


without interruption. 


oports his body on the left leg, raises his 
right leg, then swings it down and begins to reap uke’s 
leg so that he falls towards the rear (photo 2) 

At that moment, uke takes a big step back with the 
right foot into a left posture while lowering his waist, and 
defends by placing his body weight forward (photo 3) 

At that moment tori steps the right foot, with which 
he has reaped, down onto the mat (photo 4), he releases 
his right grip and, moving his right hand over uke’s right 
arm, holds it deep under his right armpit. He pulls with 
the left hand, and, inserting his waist deep, brings 
uke’s body tight against him (photo 5), while stepping 
his left foot back inside uke’s left foot. He twists to the 


left (photo 6), and, using his right leg and hip as the 


fulcrum, he twists his body even further towards the left, 
drops down, wraps around with the soto-makikomi 
technique, and throws. He completes the technique, by 
leaning on uke's chest with his back (photo 7, 8, 9). 


KEY POINTS TO THE TECHNIQUE 
Osoto-makikomi is a technique for continuing to a 
makikomi-waza from an osoto-gari category of tech- 
nique, which also includes osoto-otoshi and osoto- 
guruma. 

This is a continuation technique from Osoto-gari to 
soto-makikomi. Accordingly, the concept of the throw 
is that tori uses uke's defense when he leans forward 
in response to tori’s osoto-gari by wrapping around 
towards the front. 

Tori must execute the wrapping-around action of 
soto-makikomi in a continuous and flowing hip move- 
ment with uke’s body pulled tight against his back and 
right, and his right arm held deep in tori’s right armpit 
(photo 10). If their bodies separate, the technique will 
not be effective, 

Tori executes soto-makikomi in this technique by 
opening his body towards the front in a large move- 
ment but he can also open his body slightly towards 
the left, lean on uke while pushing him down slightly, 
and wrap around towards uke’s right diagonal rear 
(photo 11, 12, 13). 


If tori wraps around from osoto-gari with his right 
foot lifted off the mat, this is also an osoto-makikom 
technique (photo 14). If he sweeps up with his right 
leg at this point, while wrapping around, this will 


become a harai-makikomi technique (photo 15). 


APPLICATION 
Osoto-makikomi—from osoto-gari holding uke’s right 
arm (soto-makikomi) 


Both sides grapple in right natural posture. At the 
moment he sees an opportunity, tori breaks uke’s bal 
ance towards the rear with both hands, while holding 
uke’s right arm from above with the right arm in his 


t armpit, and breaks uke’s balance towards 


own tig! 
ear even further by leaning on him. He then begins 
h osoto-gari so that uke is thrown to the rear 


(photo 16). 
At the 


ht foot, to 


uke responds by stepping back with 


e 
iis right foot onto the mat, 
t 


s upper body tight against 


e left, wraps around 
e (photo 17, 18, 19) 


que, tori holds uke’s right arm from the 


, and continues to soto-maki- 


n both, but 


nue from osoto-otoshi, which is also 


Tori can cont 
categorized in the osoto-gari techniques, using the same 
method. However, if uke defends in an extreme left pos- 
ture, tori must take a big step back with his left foot, 
and, turning his body to the left, bring uke tight against 
him, then wrap around using a powerful twisting action. 

On the other hand, tori can also wrap around 


towards uke’s right rear corner while twisting his body 


to the left slightly, without turning in a large movement. 


si 
fens) Sane 


SONO NI 
Osoto-makikomi—from osoto-guruma (soto-makikomi) 
Tori executes osoto-guruma, but is unable to reap effec- 
tively because uke defends by leaning forward (photo 
20). At that moment, tori 


teps his right foot onto the 
mat, and, while holding uke's right arm in his right 
armpit (photo 21), he opens his body towards the left, 
twists towards the left, wraps around towards uke’s right 
rear corner, and throws him down (photo 22, 23). 
Osoto-guruma is executed on the back of uke's legs 
with tori’s right leg, so that uke falls backward. Accord- 
ingly. tori's right foot is stepped onto the mat deep 


behind uke, but he will not be able to turn in a large 
movement, in the method described in sono ichi. 
Therefore, he must wrap around towards uke's right 
rear corner, and twist slightly as he does so. 

If tori pushes uke down to the rear while holding his 
2 around, 


right arm, but without twisting and wrappin 
this technique will become osoto-guruma. 


SONO SAN 
Osoto-makikomi—from osoto-gari with tori’s right 
arm on the back of uke's waist 


Both sides grapple in right natural posture. At the 


moment he sees an opportunity, tori steps his right 
foot to the outside of uke’s right foot, inserts his right 
arm through uke’s right armpit and places it onto the 
of his waist (his hand on uke’s buttocks), and 
begins to execute the reaping action with osoto-gari 
(photo 24). 
he moment uke defends by stepping back with 
001, tori steps his right foot onto the mat (photo 
25), and, with his right hand placed on uke's right but- 
tock, he steps his left foot back and round, opens his 
body towards the left (photo 26), brings uke’s right 
arm tight against his upper arm, twists his body towards 
hi-makikomi to 


the left, and wraps around using uc 


complete the throw (photo 27, 28). 


14 Kani-basami 


Tori can also pull uke’s right arm tight against the 
top of his right shoulder and the right side of his neck 
(photo 29), and wrap around with uchi-makikomi to 
complete the throw (photo 30, 31). It is also possible 
to wrap around with his right hand placed on the back 
of uke's right hip. 

This is a technique to continue to execute uchi- 
makikomi from osoto-gari. 

If tori loads uke onto his back, lifts him up and wraps 
around, then it is an ippon-seoi-nage technique (photo 


32, 33, 34). 


Tori breaks uke’s balance towards his rear from the left 


side of uke’s body, and, while dropping down onto one 
side, he puts the right leg on uke's lower abdomen and 
the left leg on the back of uke’s knees, and reaps his 


lower body in a scissor-like action, but so that he is 
thrown backward 


SONO ICH! 
Kani-basami—grappling in right han-mi posture 


Tori and uke enter the grappling space. Taking the ini- 
ve in a right posture, tori grips the end of uke’s left 
sleeve with his right hand (photo 1), and grips this 

h the left hand as well, then using both hands he 
sleeve in a downward motion. Uke 
is unable to grapple and his left posture becomes unsta- 
ble (photo 2) 


controls uke’s | 


While lowering his waist, tori pulls further down 
wards with the left hand so that uke steps forward 
with his left fo 


At the moment uke takes the left 
han-mi posture, tori steps his right foot, to the tip of 


uke’s left foot takes a deep g 


ip on the back of uke’s 


collar with the right hand, and pulls down with both 
hands. Uke responds by gripping tori’s left sleeve with 
the right hand and begins to return to a stable posture. 
Tori further opens his body to the left, and from a 


right han-mi posture, turns and enters behind uke and 
pulls him round. Uke is positioned in the left han-mi 
posture with his left foot forward and the right foot 
stepped back, and he moves as tori leads him. He 
moves his right foot and then his left foot, and at the 
moment his feet are in line, tori moves his right foot 
forward slightly, steps his left foot back a bit, and, 
while facing towards the left, pulls uke down with the 
right hand so that uke’s weight falls towards his heels 

5. At 
this point, both tori and uke are positioned in a line 
(photo 3.1, 3.2), 

At that instant, tori launches off both feet and jumps 
up with his body facing to the left (photo 4). He simul- 
taneously puts his right leg on uke’s lower abdomen 
and his left leg on the back of uke’s knees, and e& 
cules a scissor-like movement, from both the front and 
the rear, on the lower half of uke’s body (photo 5.1, 


with his waist curved slightly, as his balance brea 


5.2), Me twists his waist towards the right, pulls back 
with the right hand, drops onto one side of his body, 
while reaping so that uke falls towards his rear, Uke falls 
back onto his buttocks (photo 6, 7, 8). 


KEY POINTS TO THE TECHNIQUE 

Kani-basami is frequently used as a surprise attack, and 
it produces results. Accordingly, it is important to seize 
your opportunity immediately and catch the oppo- 
nent by surprise. The technique is very likely to be suc- 


cessful if you can execute skilful control at the moment 


the opportunity arises. Furthermore, this technique is 


peculiar in that it can be executed properly without the 
training required for other techniques. However, the 
nature of this technique is such that uke lands on his 
buttocks, therefore a large amount of momentum is 
needed to score ippon. 

The essential condition required for kani-basami is 
that both tori and uke stand in a line, facing to the 
side. Therefore, taking the initiative, tori must control 
uke’s left hand with both hands, so that uke cannot take 
a grip (or he separates from uke if they are grappling 
already) and leads them both to this posture (photo 9). 

This posture will often come about when both sides 
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y pulling t 

becomes stiff in a posture in which he 

cannot adapt. This is the best moment to execute the 
technique. It is essential to exeaute each of these actions, 
1 i Jer to create the opportu- 
awards both 

»duce a sharp technique. But tori’s reap- 


able to position 


e ineffective if the tsukuri is insufficient, 
| have a good footing, with the soles of 


n the mat 


iri, tori opens the distance between them 

dosture, pulling with both hands so 

ight falls towards the outside of his left 

foot. He then pulls towards the rear with a right grip on 

the back of uke’s collar and breaks his balance, This 

movement must be executed in combination with the 

kake n instant. The tsukuri is extremely important 

with regard to the outcome of the technique, and also 
from a perspective of injury prevention 

When tori launches off both feet and jumps up, he 

holds the lower half of uke’s body in a scissor-like action 

while his body is horizontal in mid-air. It is too late to 


scissor the correct area of uke’s body once his upper 


body has touched the mat. Furthermore, he enters deep 
into the scissor-like action so that the inside of his thighs, 
but not his shins, touch uke’s left leg, which is also 
important for the outcome of the technique. Tori exe- 
cutes the reap in a scissor-like action with his right leg 
on uke’s lower abdomen (on the front of his belt), and 
his left leg on the back of uke’s knees. If his legs shift 
or slide from their position in the scissor-like action, 
not only will the technique fail to score but there may 
be injurie too (photo 10). 

At the moment he executes the scissor-like action 
with both legs, he pulls downwards with both hands, 
twists his waist to the right, and synchronizing this with 
dropping down, throws uke, mowing him down. After 
tori finishes throwing, he completes the technique by 
raising his upper body towards the right while twisting 
slightly with his waist and both legs. 


APPLICATION 
Kani-basami—from o-guruma 


Both sides grapple in right natural posture. Tori advances 
while pushing uke backwards. At the moment uke 
steps back with his right foot, tori steps his left foot to 
the tip of uke’s left foot while lifting him forward with 
both hands and breaking his balance. Uke is unable to 
transfer his weight onto his right foot and he rises up 
onto the tips of both feet from the left posture, as his 
balance breaks (photo 11). 

Tori turns towards the left by pivoting on the left 
oot, he lifts and inserts his right leg in a large movement, 


and places it across the side of uke’s lower abdomen. He 
twists to the left, rotates uke around the fulcrum of the 
right leg, and begins to throw him with o-guruma (photo 
12, 13). 

Uke responds by bending back, grips the inside of 
tori’s leg with his right hand, and begins to counter by 
pulling it up (photo 14). 

At this moment, tori launches himself off the left 


foot, jumps up, puts the left le 
knees, and, while s¢ issoring 
with both legs 


'g on the back of uke’s 
the lower half of uke’s body 
s, he puts his left hand onto the mat and 
supports his body 
side of his body 


ight, and drops down onto the 
, in the same way as described 


side in sono 
ichi, and throws uke down (photo 1 


16, 17) 

This is a technique to continue to kani-basami from 
o-guruma. The moment uke responds by gripping tori’s 
right leg (or ankle) is an excellent chance to execute 
kani-basami, as his posture is rigid and inflexibl 


ith 
ite 


his left foot stepped forward and his body be 
back, moreover because tori’s right leg is already plz 


aced 


on uke's lower abdomen. 
Even if uke does not 


P tori’s ankle, tori 
to execute the technique in the same way because uke 
responds by bending back with the left foot fo 

his waist pushed out, and both feet in a line 


In this situation, tori grips uke’s right 
the left hand but the power in his left hand is ineffec- 
tive because uke has caught hold of his leg with the right 
hand, Therefore, tori releases his left hand, puts it down 
onto the mat, 
body on 


and drops down w 


é supporting his 
t. This has the advantage of allowing tori to 
ith ¢ 
On the other hand, the action of pulling uke do 


jump up and scissor uke's lower body 


curacy 


towards the rear is weakened because tori exe 
guruma by 
left collar. 


ifting and pulling with a right grip on uke's 


It is also possible to continue to kani-basami from 


harai-goshi using this method 


SONO NI 
Points to consider on kani-basami 
Tenjin Shinyo-ryu Jujutsu’s kani-basami 


jutsu technique. In an expla- 


Kani-basami is a koryu 


2, it says that 


» Goku Ki 


nation on ka 


this techniqu s constant study and practice. It 


also emphasizes that it is useful in other styles of mar 
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tial art. Furthermore, it mentions that Master Chiharu 
Yoshida truly excelled in this technique 

It is not clear whether kani-basami has ever existed 
as a technique in other styles of martial art, except in 
the case of Tenjin Shinyo-ryu. The modem Kani-basami 


is exactly the same as that of Tenjin Shinyo-tyu. 


Kani-basami and injuries 

The Kodokan Judo refereeing rules s' 
llowance or prohibition of kani-basami is deci 

each contest. The refereeing rules of the Internatio 

n now prohibit this tech 


Judo Fede 


injuries caused by k 


15 Kawazu-gake 


yids uke’s neck with his right hand and wrat 
ke's left leg, bends 


uke as one bod: 


SONO ICHI 
Kawazu-gake — dropping down with uke as one body 


oot back and round to 
ims his back towards 


holds uke's neck I 


with his toes wrapped around uke’s left 
the left leg, 
around uke’s left 
ward 
with tori on top 
ack with his right foot, tori 


thereby closing the distance between them, and, v 


uke backward and breaking his balance, } 


Kani-basami-tori of 


Tenjin Shinyo-ryu 


opponents left leg with kani-basami. This incident sent 
out shockwaves through the whole of Japan. The inci 
dent was featured in every newspaper, with titles like 

Dangerous Surprise Attack Technique,” “Judo World 


Split by Kani-basami,” “Judo... Sport or Martial Art? 


quickly opens his body towards the left, and steps his 


left foot back and round to the outside of uke’s left foot, 
1 At this f 
he a han-mi posture, while tori is in a right han-ni 


nd turns his back towards uk dint, uke is in 
posture, with his right foot positioned inside uke’s left 
foot, and his left foot outside uke’s left foot, both of 


his feet pointing in the same direction as uke’s left foot. 
This posture is essential for the following action of 
wrapping his right leg around uke. 


Tori inserts the lower part of his right leg between 


uke’s legs, and wraps it round the left leg so that the tips 
is toes will not separate from uke’s left ankle (photo 

). At the same time, he holds uke’s neck deep with 
his right arm (photo 7), and pulls with both hands. It 
is important to control uke with the left side of uke’s 
st, the front 


f his | ht against 


tori’s right armpit, the right side of his back, buttocks, 
and right leg. Tori will not be able to pull uke’s body 
up if their bodies separate 

When tori pulls uke up, he must combine the actions 
of bending back and scooping uke’s left leg up with t 
right leg, the spring of the left pivoting leg, and twist- 
ing with his waist into one flowing action. When uke 
begins to fall back, tori drops down and, while twisting 
his upper body towards the right, falls on top of uke 
so that they land as one body. 


The name “kawazu-gake” was commonly used to 


refer to this technique for many years, and was formally 
1 1982, It is not permitted in competition 
re 35th article of the Kodokan Judo refereeing 
rules. It is also prohibited by the {nternational Judo 
Federation 
If tori drops backward with his right leg wrapped 
around uke’s left leg, then a “not permitted” result will 


pears s 
be applied. However, the outcome will be rec ognized 


when tori executes uchi-mata or ouchi-gari with the leg 
wrapped around from the inside, or from the outside 
with osoto-gari 


APPLICATION 
1. Kawazu-gake —from uchi-mata 


Both sides grapple on the right side. Seeing an opportu- 
nity, tori begins to throw uke with uchi-mata (photo 8) 
Uke responds by lowering his waist, and holds the back 
of tori’s waist with the left arm. He defends by bending 
back, and begins to adapt by lifting tori up 

At that moment, tori defends by holding uke’s neck 
with his right arm, and at the moment uke tries to lift 
him up again, he wraps his right leg around uke’s left leg 
from the inside (photo 9), and he continues to kawazu- 
gake in time with uke bending back and lifting him up 
(photo 10, 11, 12) 

In this technique, uke responds by holding the back 
of tori’s waist with his left hand, and begins to adapt 
and continue to ushiro-goshi, utsuri-goshi, or ura-nage 

If uke manages to lift tori up completely, he will 
not be able to defend simply by wrapping his right leg 
around uke’s leg, and neither will he be able to con- 
tinue to kawazu-gake 

Therefore, it is important that tori holds uke's neck 
completely at the moment his waist is held, bends for- 
ward, and maintains stability in this posture 

Chen, at the moment uke begins to lift him up, tori 
wraps his right leg around uke, and he combines the 
action of defending against uke's lifting him up with 
scooping uke’s left leg up with the right leg, He leans 
on uke so that his balance breaks towards the rear, If 
uke continues to lean back and lift tori up, tori’s weight 
will have an even greater effect when falling backward, 
and he will land completely on top of uke 

Unuil the point that uke falls back, it is essential to 
control uke tight against him with the ight arm around 
his neck and the right leg wrapped securely around him 

Uke's countertechnique will prove effective if tori’s left 
Pivoting foot is lifted off the mat when uke lifts him up. 

It is also possible to continue to kawazu-gake from 


techniques executed with the back turned towards uke, 
for example ouchi-gari, kouchi-gari, harai-goshi, and 
hane-goshi 


2. Kawazu-gake— dropping down side-by-side with uke 
Both sides grapple in right natural posture. Tori begins 
to throw uke with uchi-mata. Uke bends back and 
responds by holding the back of tori’s waist with the 
left hand. At this moment, tori wraps his right leg 
around uke’s left leg using the principles described in 
sono ichi. At the same time, he holds uke’s neck with 
the right arm (photo 13), and scoops him up with the 
tight leg while bending back, and drops down side-by 
side with uke (photo 14, 15). 

In this technique, although tori drops down beside 
uke on uke’s left side, without leaning on him, it is 
regarded as a technique that relates to kawazu-gake 

It comes close to ma-sutemi-waza because tori drops 
backward onto his back while scooping up powerfully 
the right leg. In sono ichi, tori drops down, twisting 
towards the right, thus, it is classified as yoko-sutemi- 
waza. 


SONO NI 
Points to consider on kawazu-gake 


There are many theories concerning the origin of the 
name of this technique. One of the most interesting ts 
that the name of another technique—kawazu-gake 
(frog-entanglement)—was misused, because the pro 
nunciation is the same. The 12th century Choju giga 
{Scrolls of Frolicking Animals) contains a picture of a 
rabbit and a frog wrestling. The frog in this picture is 
actually applying kosoio-gake 


Choyu giga 


